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BorderLight: Feasibility Analysis

INTRODUCTION
BorderLight International Theater Festival is a 501(c)(3) nonprofit established to launch a
summer festival of contemporary international theater in Cleveland beginning in July 2019. Codirectors Dale Heinen and Jeffrey Pence have spearheaded BorderLight’s inception and
programming. BorderLight is conceptualized in its debut form as a four-day international
theater festival located in Cleveland, Ohio.1 It will include curated performances by
international, national, and local artists—as well as an independent fringe festival—and will
focus on engagement with underserved audiences and communities.2 This makes BorderLight a
bifurcated theater festival, which is a combination of a curated and uncurated festival whereby
some content is juried and curated by staff of the festival, and some of the content is not
curated. The idea behind a bifurcated festival is to present formal, curated works, while still
maintaining an edgy nature of a uncureated fringe festival.
The purpose of this feasibility study is to provide BorderLight’s stakeholders with information
that contributes to a reflective and informed decision about hosting a theater festival in
Cleveland. This analysis will be conducted in three sections authored by the Center for
Economic Development.
The first section will examine the value proposition of the theater festival and the decision to
locate it in Cleveland. The second section will focus on the logistical feasibility of the project
through a cohort analysis of examining five similar theater festivals hosted in other cities. The
third section will investigate the funding feasibility of BorderLight including an analysis of grants
and giving on arts and art festival, as well as a reporting of nine interviews conducted with
individuals knowledgeable about the arts in Cleveland, although not necessarily previously
aware of BorderLight, on the funding feasibility of this project. Research for this project
occurred from January 2018 to April 2018; all data collection and interviews were conducted
during this time.
At the end of this document is a response crafted by the co-directors of BorderLight to
communicate the evolution of the festival while this feasibility study was being conducted and
revised, as well as to highlight reactions to reported findings within this document. It was
finalized in August 2018.

1

Note: the 4-day theater festival is in its first iteration and the organization intends to grow to a larger festival.
Heinen, D., & Pence, J. (2017, December 17). BorderLight: Festival of International Theatre Cleveland: Revised
Prospectus.
2
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SECTION I: VALUE PROPOSITION
Introduction
To assess the feasibility of the project, it is first essential to understand the purpose and value
of the BorderLight International Theatre Festival. We examined the overall objective of the
theater festival, outlined its alignment with theater assets in Cleveland and importance for
Cleveland, and assessed the mutual benefit of this festival for the city and the city of Cleveland
for BorderLight. This section will discuss the value proposition of BorderLight’s mission and the
natural fit of hosting BorderLight in Cleveland.
What is BorderLight?
BorderLight is conceptualized in its debut form as a four-day international theater festival
located in Cleveland, Ohio.3 This theater festival intends to draw artists, playwrights, and
companies from around the globe to present their talents in both indoor and outdoor venues.
The festival will take place along Euclid Avenue in Downtown Cleveland, from Public Square to
Playhouse Square, with events taking place at various theaters and public spaces along these
corridors. It will include curated performances by international, national, and local artists—as
well as an independent fringe festival—and will focus on engagement with underserved
audiences and communities.4 A unique feature will be BorderLight’s emphasis on premiering
new works during the festival which have been co-created by international and local artists
during residencies. Co-directors Dale Heinen and Jeffrey Pence have spearheaded BorderLight’s
inception and programming.5
A History of Theatre and Fringe Festivals
In many cities—both across America and abroad—theater festivals have become valued events
which serve to bring together the community, welcome visitors, and provide underserved
audiences access to theater. Traditionally held in summer months, theater festivals come in
many different forms and sizes. Some festivals, such as the Contemporary American Theater
Festival in Shepherdstown, West Virginia, curate a selection of new plays and present them
over a series of weeks in one location.6 Other festivals combine theater with other exhibitions,
such as the International Festival of Arts and Ideas in New Haven, Connecticut, which includes
theater, dance, lectures, panels, and debates.7 Other festivals can be characterized as “fringe”
festivals, where typically uncurated works of all types are found, including theater, comedy,
dance, circus, cabaret, children's shows, physical theater, musicals, opera, music, spoken word
performance, along with exhibitions and events. Fringe festivals and traditional theater festivals
are common around the world. Sometimes both festival types are paired together, while other
times just one format is used.

3

Note: the 4-day theater festival is in its first iteration and the organization intends to grow to a larger festival.
Heinen, D., & Pence, J. (2017, December 17). BorderLight: Festival of International Theatre Cleveland: Revised
Prospectus.
5
For more information on Dale Heinen and Jeff Pence see the Appendix.
6
CATF / Contemporary American Theater Festival. (n.d.). Retrieved February 15, 2018, from http://catf.org/
7
International Festival of Arts and Ideas. (n.d.). Retrieved February 15, 2018, from https://www.artidea.org/
4
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The history of fringe festivals began in Edinburgh, Scotland when several uninvited theater
groups and smaller acts “crashed” the Edinburgh International Festival in 1947. The goal of the
Edinburgh International Festival was to provide a “platform for the flowering of the human
spirit” in the wake of the Second World War as well as help Edinburgh—at the time a “drab and
dreary place with little to celebrate”—to foster “a new post-war identity as the cultural resort
of Europe.”8 Although not financially successful, the official festival was a resounding cultural
success, bringing together great operas, orchestras, theater companies, and singers in the
Scottish city and raising the spirits of attendees. Meanwhile, uninvited theater groups who
descended on Edinburgh and staged shows in the city’s smaller venues became known as the
festival “Fringe” and have become a central focus of Edinburgh’s annual festival culture since.
The Fringe has remained entirely open and uncurated to this day—with acts of all types to be
found from a wide variety of artists. Anyone who wishes to perform can participate. While the
curated International Festival is still a significant draw, the Fringe is the larger and more famous
festival today, drawing attendees and performers from around the globe. The signature
strength of the Edinburgh model is the concurrent creative festival with the Fringe festival;
although there is a complete separation of the curated and Fringe shows, having both elements
available in the same place attracts diverse crowds in terms of age, economic standing, and
theatrical knowledge and tastes.
According to the business plan and strategic planning documents from BorderLight, the festival
seeks to re-define established festival genres by combining a traditional curated theater
festival, engagement programming which seeks to connect audiences directly to performances,
and “fringe” festival programming to introduce audiences to the “next new thing.” Over the
four days of the festival, BorderLight will hold both ticketed and free public events. Ticketed
events will be hosted at local theaters—such as the Playhouse Square theaters—to ensure
excellence in the exhibition and staging of performances. Other free and public events will be
hosted in public parks and spaces to create a connection across Downtown Cleveland. Also,
BorderLight anticipates engaging the international theater community in cultural exchanges to
have Cleveland and international artists connect in cross-cultural artistic dialogue.
Currently, BorderLight has established key partnerships with essential theater organizations in
Northeast Ohio such as Playhouse Square, Gordon Square Arts District, Cleveland Public
Theatre, Cleveland Playhouse, Dobama Theatre, Karamu House, and the Near West Theatre.
Moreover, they have established partnerships with tourist and convention organizations such
as Destination Cleveland, Downtown Cleveland Alliance, the Cleveland Foundation, and the
Jewish Federation of Cleveland.

8

Mclean, D. (2014, August 20). Lost Edinburgh: The First Fringe Festival. The Scotsman, Retrieved from
https://www.scotsman.com/lifestyle/culture/theatre/lost-edinburgh-the-first-edinburgh-festival-1-3514965
Center for Economic Development
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Why BorderLight in Cleveland?
Theater has a long history in Cleveland. The principal theater district in Downtown Cleveland is
the nation’s second-largest theater district (behind only Lincoln Center in New York City)9 and
tracks its roots back to the 1920s, when the State, Ohio, Hanna, Allen, and Palace Theatres
were built to house vaudeville, screen, and stage shows.10 The 2017 report “Staging Cleveland:
A Theatre Industry Study,” which examined the economic impact of the theater industry in
Cuyahoga County, indicated that Cuyahoga County is home to 63 theater companies, with 22
located in the city of Cleveland.11 Not only is there a strong history and future of theater in
Cleveland, but it is also an economic engine for the region. It is estimated for 2015 that the
theater sector in Cleveland accounted for 5,065 total jobs and created a total value-added
impact of $377.9 million.12
Playhouse Square
Cleveland’s Playhouse Square, the downtown performing arts district, is the largest performing
arts center outside of New York City.13 The Ohio, State, Allen, Hanna, and Palace Theatres dated
back to the era between World War I and World War II and have showed a mixture of live
theater and movies. These downtown locations are capable of hosting top-billed shows and
smaller, more experimental works more likely to be seen at fringe festivals. Their relative
proximity and their collective management is a significant logistical strength for Cleveland in
the undertaking of BorderLight.
In the 1960s and 1970s, migration to the suburbs and the rise of television upended theaters’
established business model, and all but the Hanna was shuttered. After plans to raze the
buildings for parking lots, a grassroots effort to save them materialized. In one of the country’s
first, most famous, and most successful theater historic preservation efforts, the theaters were
restored and combined into a single complex under unified management of a nonprofit
corporation, the Playhouse Square Foundation.
Today, as these successful and beautiful theaters have secured their place in modern Cleveland,
Playhouse Square Foundation has begun to focus on reshaping and improving the surrounding
area. Projects in recent years have focused on ensuring the success of nearby restaurants,
hotels, and transportation options, as well as on cleanliness and safety. In its largest venture yet
into neighborhood development, the nonprofit will soon construct a 34-story residential
apartment tower on a surface parking lot located across Euclid Avenue from the theater.
Playhouse Square—in addition to the five historic theaters—also operates four smaller, modern
9

Playhouse Square. (2017). About Playhouse Square. Retrieved from http://www.playhousesquare.org/aboutplayhousesquare-main/about-playhousesquare
10
Playhouse Square. (2017). History. Retrieved from http://www.playhousesquare.org/about-playhousesquaremain/history
11
Lendel, et. al. (2017). Staging Cleveland: A Theater Industry Study. Cleveland State University. Retrieved from
https://engagedscholarship.csuohio.edu/cgi/viewcontent.cgi?article=2480&context=urban_facpub
12
Ibid.
13
Playhouse Square. (2018). About Playhouse Square. Retrieved from http://www.playhousesquare.org/aboutplayhousesquare-main/about-playhousesquare
Center for Economic Development
Levin College of Urban Affairs, Cleveland State University
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theater spaces used for smaller shows, student productions, TV and movie production, and
children’s theater.
Downtown Revitalization
Cleveland has embarked over the last twenty years on an urban renaissance, embracing its
industrial heritage while enhancing its art, educational, and innovation assets. Once considered
an industrial city, Cleveland has emerged as a tourist destination. The New York Times reported
on Cleveland’s resurgence, stating that “‘The Land,’ as the prodigal son LeBron James calls it, is
back with a cherished National Basketball Association championship, a revitalized downtown,
booming food and beer scenes, industrial-turned-arty neighborhoods and expanding hotels.”14
Over the last ten years, nothing embodies the revitalization of Cleveland more than the physical
and atmospheric changes of the downtown area.
Public Square—the center of downtown Cleveland—sits where Cleveland’s street grid and
public transit systems originate, between Cleveland’s tallest and most famous skyscrapers.
Historically, this downtown gathering space was divided into four quadrants dissected by two
major roads, with heavy car traffic limiting pedestrian traffic on Ontario Street and Superior
Avenue. Over the years, various plans to redesign a more pedestrian-friendly and park-like
Public Square were put forth. With the goal of completing renovations by the time Cleveland
hosted the 2016 Republican National Convention, a plan was adopted and construction began
in March 2015.15 The $50 million renovation was completed in 2016 prior to the convention,
turning the traffic hub into two pedestrial areas featuring a mounded grass lawn to host
concerts and public events and a reflecting pool/ice skating rink with a café and outdoor eating
area. After the project completed, Cuyahoga County Executive Armond Budish declared the
square “a crucial and exciting development right in the heart of Cleveland. We know that
inviting public spaces are key to attracting and keeping residents and visitors here.”16 At the
same time, the New York Times published an article on economic development projects and
real estate investment in Downtown Cleveland featuring images of the new Public Square.17
Aside from performance venues in the two squares, the Euclid Corridor includes a number of
other venues either on it or just off, including: The Hermit Club, Gray’s Armory, The 14 th St.
Theatre, House of Blues, Hilarities, Pickwick and Frolic, Public Auditorium, plus numerous pubs,
cafes and untraditional spaces.

14

Glusac, E. (2016, June 30). 36 Hours in Cleveland. The New York Times. Retrieved from
https://www.nytimes.com/interactive/2016/06/29/travel/what-to-do-36-hours-cleveland.html
15
Litt, S. (2015, March 4) Public Square flashback: Cleveland history as revealed in the heart of the city (photos).
The Plain Dealer. Retrieved from
http://www.cleveland.com/architecture/index.ssf/2015/03/public_square_flashback_a_look.html
16
City of Cleveland. (2016, June 30). Cleveland’s Public Square Reopens After Renovation. Retrieved from
http://www.city.cleveland.oh.us/06.30.16PublicSquareReopens
17
Schneider, K. (2016, June 28). A Revitalized Cleveland Is Ready for Its Close-Up. The New York Times. Retrieved
from https://www.nytimes.com/2016/06/29/realestate/commercial/a-revitalized-cleveland-is-ready-for-its-closeup.html
Center for Economic Development
Levin College of Urban Affairs, Cleveland State University
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Additionally, Playhouse Square has engaged in a signage and wayfinding construction effort to
create a distinctive environment within the theater district. In 2014, 16 million dollars in
improvements were spent on signs to demarcate the Playhouse Square district and erect the
world’s largest permanent outdoor chandelier – a 20-foot-tall centerpiece suspended directly
over the center of Playhouse Square at the intersection of East 14 th Street and Euclid Avenue.18
Art Falco, Playhouse Square’s president and CEO, noted in a Plain Dealer interview that the
signs and chandelier were essential to developing the neighborhood and that “to have a 24-7
environment, you need to have well-done public spaces, particularly as we want more people
living in this neighborhood.”19

18

Litt, S. (2014, April 24). Chandelier lighting on May 2 will signal completion of outdoor amenities at Playhouse
Square. The Plain Dealer. Retrieved from
http://www.cleveland.com/architecture/index.ssf/2014/04/chandelier_lighting_intended_t.html
19
Ibid.
Center for Economic Development
Levin College of Urban Affairs, Cleveland State University
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SECTION II: EVENT FEASIBILITY
Introduction
In studying the logistical feasibly of the BorderLight International Theatre Festival, this report
will undertake assessment in two parts. First, we will examine similar, established festivals
already occurring in other U.S. cities in a cohort model. The research team excluded
international festivals—even if they were a closer match to the proposed BorderLight festival—
as travel, currency, and regulations differ in other countries. We compared the planned event
to five other U.S. theater festivals: curated, non-curated, and bifurcated. The festivals examined
were The Contemporary American Theater Festival (Shepherdstown, WV), the International
Festival of Arts and Ideas (New Haven, CT), Spoleto Festival USA (Charleston, SC), the Rochester
Fringe Festival, and the Minnesota Fringe Festival (Minneapolis, MN). This investigation
includes examination of budgets, logistics for each event, and other essential indicators (i.e.,
attendance, economic impact, etc.). Second, the research team uses this cohort model to
examine the feasibility of the proposed BorderLight event in the context of these successful
festivals. Third, the research team presents takeaways and recommendations for consideration
based on the information collected.
Curated Festivals
A curated festival is a festival in which a theatre profession determines what programming
should be in the festival. This can include determine which plays, works of art, theater
professionals, and overall content can be included. Cureate festivals traditionally assume nearly
all costs (artist fees, venue rentals, insurance, advertising, etc.) from their fundraising,
sponsorship, and ticketing revenues.
Contemporary American Theater Festival – Shepherdstown, WV
The Contemporary American Theater Festival (CATF), now entering its 27 th season, is held each
July in Shepherdstown, WV over the course of four weeks. The CATF curates, commissions, and
develops approximately six new plays annually and prides itself on producing and developing
new American Theater. One common factor in reviews of the CATF is that the festival produces
high-quality, thought-provoking theater.
Organization

The Contemporary American Theater Festival (CATF) is a nonprofit organization founded in
1991 by Ed Herendeen.20 The CATF has six staff members and a support team of other
organizations which help with graphic design, payroll, casting, and photography.21 The festival
hires over 100 seasonal staff, including housing, meals, and some local transportation.22 Also,
the organization matches students to internships based on interests.

20

Contemporary American Theatre Festival (2018). Quick Facts. Retrieved from http://catf.org/mission/
Contemporary American Theatre Festival (2018). CATF Staff. Retrieved from http://catf.org/catf-staff/
22
Contemporary American Theatre Festival (2018). Employment. Retrieved from http://catf.org/catf-employment/
21
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CATF is 501(c)(3) organization hosted by Shepherd University, a public liberal arts university.23
Examining the logistics and venues of the CATF shows that most festival activity occurs on the
Shepherd University campus. CATF uses three main venues (Marinoff Theater, Fran Center, and
Studio 112) and several outdoor spaces on the campus. The festival runs for several long
weekends (Thursday through Sunday) during July.
For the 2018 season, there were 36 individuals on the CATF board of trustees, nine of which
make up the CATF Executive committee. Members of the board of trustees include theater
professionals (creative directors, designers) and non-theater professionals (bank executives,
government executives, real estate professionals, and attorneys).24
The CATF’s strategic plan established four goals for the 2015 to 2019 seasons: 1) make great
art, 2) inspire and educate through the theater experience, 3) enhance collaborations and
partnerships, and 4) sustain fiscal and operational growth.25 The CATF has a range of
programming from live theater and workshops to lectures, pre-show discussions, readings, and
artist discussions. In a Washington Post review of the 2016 season, Celia Wren reports that “as
is typical of this annual showcase… the acting is top-notch and the design handsome.”26
According to the Frederick News-Post “CATF's push to center marginalized voices attracts
visitors from across the country,” with one theatergoer stating “I have seen plays at CATF that
have stayed with me for years.”27
Overall, CATF has seen tremendous growth since its inception in 1991, when it launched with a
budget of less than $80,000 (equating to $147,000 in 2018 dollars).28 Over the last 25 years, its
budget grew to $1.2 million in 2014 with the goal of $1.5 million by 2019. In 2017, the theater
festival issued over 17,500 tickets,29 up from 11,500 in 2008.30 Although Shepherdstown, WV is
a small community with a population of 1,578,31 it is within 75 miles of Washington, DC and
draws much of its audience from the greater DC area. In a 2009 economic impact report of the
CATF, the research team found that 69% of festival survey respondents indicated they lived 50

23

Contemporary American Theatre Festival (2018). Mission. Retrieved from http://catf.org/mission/
Contemporary American Theatre Festival (2018). 2018 CATF Board of Trustees. Retrieved from
http://catf.org/catf-board-of-trustees
25
Contemporary American Theatre Festival. (2015). Creating the Ultimate Theatre Experience: 2015-2019 Strategic
Plan. Retrieved from http://catf.org/blog/wp-content/uploads/2015/09/CATF_StrategicPlan_9-18-15_web.pdf
26
Wren, C. (2016, July 13). Standout plays at this year’s Contemporary American Theater Festival: The list. The
Washington Post.
27
Borha, I. (2016, July 7). The Contemporary American Theater Festival: Behind the curtains of a daring theater
fest. The Frederick News-Post.
28
Contemporary American Theatre Festival. (2015). Creating the Ultimate Theatre Experience: 2015-2019 Strategic
Plan. Retrieved from http://catf.org/blog/wp-content/uploads/2015/09/CATF_StrategicPlan_9-18-15_web.pdf
29
Ibid.
30
Contemporary American Theatre Festival (2009). The Business of Theater: Contemporary American Theatre
Festival’s Economic Impact on West Virginia. Retrieved from
http://www.catf.org/images/stories/2012/econimpact.pdf
31
U.S. Census Bureau. (2018). Population. American Community Survey 5-Year Annual Estimates (2011-2016).
24
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to 100 miles from Shepherdstown, WV,32 which suggests that the Washington, DC metro area is
a significant audience for the festival.
Festival Finances

Table 1 describes revenues and expenditures for the 2013 and 2014 CATF seasons, the most
recent years tax forms were available. Examination of the 2014 CATF budget shows that nearly
50% ($555,202) of festival revenue comes from Contributions and Grants. Of this amount, 72%
($399,072) was fundraised through individual contributions, gifts, and individual grants, while
23% ($129,346) was from government grants. Meanwhile, the largest expense was in Salaries
($667,413), mostly consisting of salaries and wages for performers and organizers ($486,193).
Other Expenses included production costs ($108,164), commissions ($38,361), printing and
publication ($32,795), box office expenses ($30,566), and various other expenses.
Table 1. Revenues and Expenditures CATF, 2013 & 2014
Contemporary American Theater Festival
990 Year

2013

2014

Revenues
Contributions and Grants
Program Revenue
Investment Income
Other Revenue
Total

$558,939
$555,202
$536,688
$585,132
$11,396
$17,879
$6,150
$5,125
$1,113,173 $1,163,338

Grants
Benefits Paid
Salaries
Other Expenses
Total Expenses

$0
$0
$0
$0
$667,413
$701,301
$503,583
$454,910
$1,170,996 $1,156,211

Expenditures

Source: Guidestar

Overall, studying the CATF shows a festival strategy of 1) strong partnership with an educational
institution, 2) dependence upon box office sales for a substantial portion of its revenues, and 3)
marketing and drawing an audience from a regional area (within a day’s drive).

32

Ibid.

Center for Economic Development
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International Festival of Arts and Ideas – New Haven, CT
The International Festival of Arts and Ideas (IFAI) is a curated festival which takes place annually
in New Haven, CT, on the campus of Yale University and in surrounding venues throughout the
city. The mission set out by the festival is to “create an internationally renowned festival in New
Haven of the highest quality with world-class artists, thinkers, and leaders, attracting and
engaging a broad and diverse audience celebrating and building community and advancing
economic development.”33 It is important to note that theater is only one component of the
IFAI programming. The festival now includes New Haven Documentary Film Festival and Pop-up
Festivals in the Fair Haven, Dixwell, and Hill neighborhoods of New Haven, walking tours to
explore a variety of topics, and bike tours as a part of its programming.34 Last year’s musical
programming included a concert of reggae and roots music by Rusted Root and The Wailers.35
Organization

The IFAI is a nonprofit organization founded in 1996 by Anne Calabresi, Jean Handley, and
Roslyn Meyer.36 The IFAI has 13 staff members, working across administration, programming,
production and operations, marketing and communications, and development.37 The festival
hires seasonal staff for full- and part-time positions to work on productions, provide audience
services, and support community events.38 As of 2018, there were 39 individuals on IFAI’s board
of directors. This count includes two honorary co-chairs: Peter Salovey, President of Yale
University, and Toni Harp, Mayor of the City of New Haven. No professional affiliations were
listed on IFAI’s website to help determine professional board composition.
There seems to be a partnership between the festival and government organizations, which can
help festival production and mitigate some fundraising burdens. IFAI also has a partnership with
Yale University and the City of New Haven, strengthened by making both the university
president and the mayor honorary co-chairs. Venues for IFAI programming are located both at
Yale University and throughout the city. The City of New Haven invested $1.4 million towards
upgrades for the festival, including a $437,000 mobile stage for programming and upgrades in
lighting, sewer, and irrigation,39 which indicates city investment in the festival itself.

33

International Festival of Arts and Ideas (2018). History of the Festival. Retrieved from
https://www.artidea.org/about-the-festival
34
Amarante, J. (2017, June 6). Wide range of music, tours, film, talks mark latest Arts & Ideas Festival in New
Haven. New Haven Register.
35
Zaretsky, M. (2017, June 22). The Wailers, Rusted Root to close out Arts & Ideas on New Haven Green June 24.
New Haven Register.
36
International Festival of Arts and Ideas (2018). About the Festival. Retrieved from
https://www.artidea.org/about-the-festival
37
International Festival of Arts and Ideas (2018). Festival Leadership and Staff. Retrieved from
https://www.artidea.org/staff
38
International Festival of Arts and Ideas (2018). Jobs. Retrieved from https://www.artidea.org/jobs
39
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historic site. New Haven Register.
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Festival Finances

An economic impact survey of the 2016 IFAI showed that total attendance was about 105,000,
with 47% from the New Haven area, 40% from the remainder of Connecticut, and the rest from
outside of Connecticut.40 Eighty-nine percent (93,875) of ticketed individuals attended free
events, with 85% of the 309 total events held that year free to attend. Average spending per
day per visitor on food, retail, lodging, and transportation was $140.43.
An examination of the expenditures for the festival reveals that IFAI has a budget of $3.32
million and 312 full- and part-time staff members. However, most of these employees are
brought on during the month of the festival. Table 2 displays revenues and expenditures
derived from the most recent tax records available.
In 2014, IFAI received most of its revenues from Contributions and Grants. The breakdown
shows that government grants are a small portion of this revenue – indicating that a significant
amount of effort is directed towards fundraising for this event. Major donors and contributors
to the festival include the Connecticut Office of the Arts, Yale University, First Niagara,
Comcast/NBC Connecticut, The City of New Haven, The Community Foundation for Greater
New Haven, and the National Endowment for the Arts.41 Moreover, only 10% of organizational
revenue is derived from admissions, which likely reflects the considerable number of free
events at the festival.
On the expenditure side, the largest expenditures are within Other Expenses. This category
includes direct artist expenses, equipment and venue rental, and marketing. The second largest
expense is the Salaries of workers during the event.

40

International Festival of Arts and Ideas (2016, October 6). Press Release: 2016 Economic Impact Survey Results.
Retrieved from https://www.artidea.org/blog/2016/10/2703
41
International Festival of Arts and Ideas (2016, October 6). Press Release: 2016 Economic Impact Survey Results.
Retrieved from https://www.artidea.org/blog/2016/10/2703
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Table 2. Revenues and Expenditures IFAI, 2013 & 2014
International Festival of Arts and Ideas
990 Year

2013

2014

Revenues
Contributions and Grants
Program Revenue
Investment Income
Other Revenue
Total

$2,854,884 $3,781,276
$341,366
$370,894
$2
$0
$26,538
$53,182
$3,222,790 $4,205,352

Grants
Benefits Paid
Salaries
Other Expenses
Total Expenses

$0
$0
$0
$0
$1,411,324 $1,583,125
$1,842,325 $2,012,564
$3,253,649 $3,595,689

Expenditures

Source: Guidestar

There have been some difficult years for the IFAI. The 2009 season saw heavy rains that washed
out events and left the organization with a $400,000 deficit, resulting in a reduced 2010 budget
which necessitated eliminating the free opening concert.42 According to the New Haven
Register, the festival has seen funding cuts in the state budget which left organizers to trim
programming (including one of the outdoor concert dates), but overall Chad Herzog, CoExecutive Director and Director of Programming, noted that “what we've been able to do is pull
together a pretty great festival without overdoing it for anyone.”43
IFAI programming and expenses reveal that festivals with a strategy of strong public-private
partnerships can leverage these relationships to stage more events that are free to the public.
In addition, strong cooperation between the festival and a university partner can bring
resources to the festival nonprofit.

42

Spiegel, J. E. (2011, June 5). Arts and Ideas Festival Extends Reach Across Borders. The New York Times.
Amarante, J. (2017, June 6). Wide range of music, tours, film, talks mark latest Arts & Ideas Festival in New
Haven. New Haven Register.
43
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Spoleto Festival USA– Charleston, SC
When Charleston, SC was declared one of “The Best Cities in the United States” for 2018 by Nat
Geo Travel, the Spoleto Festival was one of the first things mentioned. Spoleto USA is a 17-day
festival held in the spring in Charleston, SC featuring performances in opera, theatre, dance,
and music.44 The festival holds performances throughout the city in theatres, churches, and
outdoor spaces.
Organization

Founded in 1977 by Pulitzer Prize-winning composer Gian Carlo Menotti and others, Spoleto
Festival sought to create an American response to the Festival of Two Worlds in Spoleto, Italy.45
This American vision sought to present high-quality programming across all forms of performing
arts, showcasing both young and established artists. Charleston was determined to be the
perfect host city – with a wide variety of theaters, churches, and performance spaces. The
festival has full-time staff, but its website does not indicate who or how many individuals work
for the organization. The festival does have opportunities for individuals to be employed on a
seasonal basis for the festival including and internships and employment opportunities. As of
2018, there were 41 individuals on Spoleto’s board of directors.46 This count includes a chair,
president, treasurer, vice presidents, general counsel, secretary, and directors.
Festival Finances

Today, the festival presents approximately 500 events over a 17-day period from late May to
early June. The 2018 festival includes a variety of productions along with artist talks, dance,
music, opera, theater, jazz, and other formats across thirteen venues.47 Ticket prices range from
$20 to $80, depending upon showtime and type. In addition, the festival offers discount
attendance for locals.48The most recent economic impact report indicates that the festival
brought in $43 million to the local Charleston, S.C. area in 2016.49 It is important to understand
who attends Spoleto events; overall, roughly 70,000 individuals attend the festival, and the
audience is comprised primarily of attendees over 54 years old, college educated, married, and
with household incomes greater than $130,000.50 Surveys indicate that attendees from outside
of S.C. spend about $1,500 during their stay, which is twice the national average spent by arts

44

Spoleto Festival USA (2018). About. Retrieved from https://spoletousa.org/about/
Spoleto Festival USA (2018). History. Retrieved from https://spoletousa.org/about/
46
Spoleto Festival USA (2018). Board of Directors, 2017 – 2018. Retrieved from
https://spoletousa.org/about/board-of-directors/
47
Spoleto Festival USA (2018). Festival Venues. Retrieved from https://spoletousa.org/current-season/festivalvenues
48
Hardaway, M. S. (2017, April 4). Spoleto Festival USA Offers last chance ticket savings for locals this weekend.
Charleston City Paper. Retrieved from
https://www.charlestoncitypaper.com/Spoletobuzz/archives/2017/04/04/spoleto-festival-usa-offers-last-chanceticket-savings-for-locals-this-weekend
49
Simmons, A. (2017, May 28). Spoleto Festival USA pumps millions into local economy. Retrieved from
http://www.live5news.com/story/35536350/spoleto-festival-usa-pumps-millions-into-local-economy
50
Spoleto Festival USA (2015). Audience and Economic Impact. Retrieved from http://spoletousa.org/wpcontent/uploads/2010/12/2015GeneralSponsorshipInformation.pdf
45
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and cultural tourists.51 In addition, there is a strong association between the festival, the City of
Charleston, and the South Carolina Arts Commission.
Table 3 displays the revenues and expenditures for Spoleto Festival USA in 2014 and 2015. In
2015, Spoleto generated the most of its revenue from Program Revenue in the form of
admissions. This was a change from the last three years, where the festival received most of its
revenue from Contributions and Grants. Since 2012 contributions and grants hovered around
$5 million; however, they dipped to $3.9 million in 2015. The research team could not find a
specific reason for the decrease, outside of the fact that it occurred in “contributions, gifts, and
grants” not in fundraising events or government grants.
The largest expenditures are within Other Expenses. This category includes advertising, office
expenses, travel, general production, set and costumes, and others. The festival also has a staff
of 21 individuals,52 accounting for its $3.2 million Salaries expenditures.
Table 3. Revenues and Expenditures Spoleto Festival USA, 2014 & 2015
Spoleto Festival USA
990 Year

2014

2015

Contributions and Grants
Program Revenue
Investment Income
Other Revenue
Total

$5,202,847
$3,039,858
$183,498
$421,745
$8,847,948

$3,909,035
$4,637,259
$173,840
$433,954
$9,154,088

Grants
Benefits Paid
Salaries
Other Expenses
Total Expenses

$0
$0
$2,624,109
$5,431,893
$8,056,002

$0
$0
$3,207,942
$6,861,754
$10,069,696

Revenues

Expenditures

Source: Guidestar

Overall, positive press about the quality of Spoleto programming was resounding. “Spoleto was
actually an inspiration for me and why I got into what I do,” performer Evan Rogister noted,
adding “this festival is really unrivaled in the amount of artistic material and quality of material
that’s produced in one short period. At the end of May and the beginning of June, Spoleto is
really the artistic capital of the United States.”53

51

Spoleto Festival USA (2015). Audience and Economic Impact. Retrieved from http://spoletousa.org/wpcontent/uploads/2010/12/2015GeneralSponsorshipInformation.pdf
52
Spoleto Festival USA (n.d.) Contact. Retrieved from https://spoletousa.org/contact/
53
Hoff, P. (2017, May 26). Spoleto Festival USA kicks off 41st season. Charleston Regional Business Journal.
Retrieved from https://charlestonbusiness.com/news/hospitality-and-tourism/72238/
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Piccolo Spoleto—or “mini” Spoleto—is a companion festival produced and presented by the
City of Charleston Office of Cultural Affairs under the parent Spoleto Festival. Established by the
Mayor of Charleston Joseph P. Riley, Jr. in 1979 to focus on showcasing artists and performers
from the Southeast region of the United States,54 Piccolo Spoleto’s programming contributes to
Spoleto Festival USA by offering local productions across a wide variety of arts, music, dance,
theater, poetry, film, and crafts activities—many of which are offered either free or at a
reduced cost compared to the broader festival. Piccolo Spoleto is funded by grants from the
City of Charleston, Charleston County, the South Carolina Arts Commission, the Town of Kiawah
Island, and corporate sponsors.55
Spoleto Festival USA is what many festivals strive to become—a high-quality theater festival
which appeals to an affluent, national audience. Meanwhile, Piccolo Spoleto creates more
community involvement in the festival as a low-cost companion event for locals. Spoleto mixes
aggressive fundraising with significant ticket sales to put on a hugely successful theater festival.
Uncurated Festivals
Uncurated theater festivals are festivals that do not select or deiced what content will be
presented. Rather, these festivals use a lottery or first-come system to select performers and
programming. The business model for uncurated and fringe festivals is derived from artist fees,
event ticketing, and sponsorship. Many artists that perform at uncurated events are from
within the region, since there is a minimal travel budget from the organization.
Minnesota Fringe – Minneapolis, MN
After hosting Super Bowl LII in 2018, the city of Minneapolis has been receiving national
attention for its friendly residents and fun environment; but Forbes notes guests should visit
Minneapolis more for its many cultural offerings – including the Minneapolis Fringe Festival.56
Held each August, the Minnesota Fringe Festival is the largest non-juried theater festival in the
United States – with the show lineup decided by lottery.57 However, being non-juried has also
put the Fringe in the spotlight; the festival was recently sued by a performer whose show was
rejected due to subject matter—the lawsuit challenges the festival branding itself as uncrated
and uncensored, while Fringe administrators argue that shows must still be rejected for legal or
public safety reasons.58

54

Piccolo Spoleto Festival (n.d.) Home. Retrieved from https://www.piccolospoleto.com/
Piccolo Spoleto Festival (n.d.) FAQ. Retrieved from https://www.piccolospoleto.com/faq
56
Kester, J. (2018, Jan 30). Why You Should Travel to Minneapolis. Forbes. Retrieved from
https://www.forbes.com/sites/forbestravelguide/2018/01/30/why-you-should-travel-tominneapolis/#5622d8522189
57
Minnesota Fringe. (2017). The 2016 Annual Report. Retrieved from
http://www.fringefestival.org/pdf/FINALfringe2016_annual_report_v2.pdf
58
Preston, R. (2016, Aug 27). Actor sues Minnesota Fringe Festival for refusing play about pedophile. Star Tribune.
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As the festival looks to the future, 2018 marks its 25th year and introduces “Family Fringe”—
entertainment for young people and families. 59 Family Fringe will take place in Minneapolis’
neighboring sister city of St. Paul. Family Fringe—unlike the Minnesota Fringe Festival—will be
a fully juried event with selections being made by previous Fringe performers.
Organization

Started in 1994, the Minnesota Fringe seeks to connect “adventurous artists with adventurous
audiences” to engage in artistic programming both during the August festival and with
dispersed year-round programming.60 The Minnesota Fringe has four staff members who work
on management, technical and artist coordination, and volunteer coordination.61 The festival
hires nearly 100 seasonal staff and over 300 volunteers.62 As of 2018, there were 15 individuals
on their board of directors, working at arts organizations, real estate firms, law offices, and
elsewhere.
Festival Finances

In 2017, the festival held 850 performances across 167 shows63 in 17 different venues over a
two-week period.64 In 2016, the festival reported an attendance of 47,885 and a box office
revenue of $327,508.65 The festival sells daily admission and is re-introducing admission tickets
for individual performances in the 2018 season (which it removed in 2016).66 When examining
demographics for attendees, the festival found that almost all attendees were from the
Minneapolis/St. Paul region (98%), 45% were over the age of 55, and two-thirds were female.67
Table 4 shows the revenues and expenditures for the Minnesota Fringe Festival as drawn from
their annual report rather than their IRS 990, since their annual report was more recent. In
2016, Minnesota fringe generated almost 70% of its income from Program Revenue in the form
of admissions, which is consistent with data extracted from IRS 990s for the organization in
2013 and 2014. Even though Contributions and Grants are a small portion of revenues, major
funders for the Minnesota Fringe include the Boss Foundation, Elmer L. & Eleanor J. Andersen
Foundation, the Medtronic Foundation, the Pugsley Fund of HRK Foundation, the Julia

59

Berdan, K. (2017, Dec 1). Minnesota Fringe Festival adds ‘Family Fringe’ in St. Paul. Twin Cities Pioneer Press.
Retrieved from https://www.twincities.com/2017/11/30/minnesota-fringe-festival-adds-family-fringe-in-st-paul/
60
Minnesota Fringe. (n.d.) Fringe Festival. Retrieved from https://www.minnesotafringe.org/fringe-festival
61
Minnesota Fringe. (n.d.) Staff and Board. Retrieved from https://www.minnesotafringe.org/staff-board
62
Minnesota Fringe. (n.d.) About. Retrieved from https://www.minnesotafringe.org/about
63
Hewitt, C. (2017, July 31). Minnesota Fringe Festival: 167 shows, 850 performances. Where to start? We can
help. Saint Paul Pioneer Press.
64
Minnesota Fringe. (n.d.) Venues. Retrieved from http://www.fringefestival.org/2017/venues/
65
Minnesota Fringe. (2017). The 2016 Annual Report. Retrieved from
http://www.fringefestival.org/pdf/FINALfringe2016_annual_report_v2.pdf
66
Considine, B. (2017, Dec. 1). News: 2018 MN Fringe to Shake Up Venues, Add Family-Friendly Offshoot. Twin
Cities Arts Reader. Retrieved from https://twincitiesarts.com/2017/12/01/news-2018-mn-fringe-to-shake-upvenues-add-family-friendly-offshoot/
67
Minnesota Fringe. (2017). The 2016 Annual Report. Retrieved from
http://www.fringefestival.org/pdf/FINALfringe2016_annual_report_v2.pdf.
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Kaemmer Fund of HRK Foundation, the McKnight Foundation, the Minnesota State Arts Board,
the Minnesota Arts & Cultural Heritage Fund, and VSA Minnesota.68
The festival’s largest expenditures are within the Salaries category, which accounts for money
paid to staff ($193,051) and performing artists ($232,620). The Other Expenses category
includes marketing, production, venue rental, and other expenses. The festival is supported by
a year-round staff of five, but this amount is supplemented by nearly 100 additional seasonal
staff members to help program, stage, and conduct the festival itself.69
Table 4. Revenues and Expenditures Minnesota Fringe, 2016
Minnesota Fringe
2016
Revenues
Contributions and Grants
Program Revenue
Investment Income
Other Revenue
Total

$145,415
$446,184
$0
$57,978
$649,577

Grants
Benefits Paid
Salaries
Other Expenses
Total Expenses

$0
$0
$425,671
$271,863
$697,534

Expenditures

Source: Minnesota Fringe 2016 Annual Report

The Minnesota Fringe Festival has been a long-standing summer tradition enjoyed by local
Minneapolitans. When commenting on the festival, the new Executive Director Dawn Bentley
stated, “I knew the Fringe was beloved, but it really is so,” noting that “in the 24 years that
we've had the Fringe, it's featured 24,000 to 25,000 artists. It's touched so many lives and
reached well over a million people. That's a lot of memories and discoveries, by artists and
audience alike.”70
The Minnesota Fringe festival shows the benefits and challenges of hosting an uncurated
festival and demonstrates how strong government support for a project allows for more wideranging programming. However, festival funders and stakeholders are mostly located within the
state of Minnesota, which emphasizes state-wide participation. With a more diverse funding
structure, the festival could look to draw a crowd from the Midwest overall rather than just
from Minnesota.

68

Ibid.
Ibid.
70
Preston, R. (2017, Aug 5). New boss of Minnesota Fringe Fest seems comfortable in hot seat. Star Tribune.
69
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Bifurcated Festival Curation
Bifurcated theater festivals are a combination of a curated and uncureated festival. Some
content is juried and curated by staff of the festival, while some of the content is not curated.
The idea behind a bifurcated festival is to present formal, curated works, while still maintaining
an edgy nature of a uncureated fringe festival. The businesses model of a bifurcated festival
combines the fundraising component of a curated festival to pay artists, theatre professionals,
and travel with the ticketing and artist revenues from fringe and uncureated festivals.
Rochester Fringe – Rochester, NY
The Rochester Fringe Festival (RFF) is an annual 11-day festival in late September, and is
currently considered the only bifurcated festival—with half of the shows curated by the festival
and the other half curated by festival venues.71 The nonprofit which runs the festival was
created by leading cultural institutions in Rochester, including theaters and museums.72 RFF’s
reputation is bolstered by its growth from humble beginnings in 2012—hosting 30,000
attendees over five days of festival activities—to its now 11-day lineup.73 Moreover—according
to the Festival’s website—2017 proved a record-breaking year, with over 78,000 visitors from
across the nation attending 500 performances and events (over ten days).74 RFF’s naming
sponsor is KeyBank, a Cleveland-based banking institution.
The RFF got a major boost when Rochester, NY was selected to host the 2018 United States
Association of Fringe Festivals (USAFF).75 Broadway News reported that holding the conference
in Rochester was a unanimous decision by the USAFF. Michael Marinaccio of the Orlando Fringe
Festival reported on the success of the Rochester festival, saying, "I think Rochester Fringe is a
great example to new festivals about how to make a big impact on their communities very
quickly. The organization, infrastructure, community support, and artistic content are all
comparable to or exceeding those of many festivals that have been around much longer." 76

71

Rochester Fringe Festival (2018). About Fringe. Retrieved from http://rochesterfringe.com/about-fringe
Ibid.
73
Craig, G. (2017, Dec. 17). Nation's Fringe Festivals coming to Rochester in 2018 to study 'Rochester model'.
Democrat and Chronicle. Retrieved from
https://www.democratandchronicle.com/story/news/2017/12/17/rochester-fringe-festival-portland-film-festivalus-association-fringe-festivals-conference/952858001/
74
Ibid.
75
BBW News Desk. (2017, Dec. 4). Rochester Fringe to Host USAFF Conference In 2018. Broadway World.
Retrieved from https://www.broadwayworld.com/buffalo/article/Rochester-Fringe-To-Host-USAFF-Conference-In2018-20171204
76
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Table 5 displays the revenues and expenditures for the RFF in 2013 and 2014. In 2014, RFF
generated the most of its revenue from Contributions and Grants, half of which comes from
government grants ($204,000). Program Revenue in the form of admissions accounted for
almost 25% of revenues ($202,605).77 There was a significant increase in revenues and
expenses from 2012 to 2013, indicating the growth of the festival; since then, revenues and
expenses have remained at the same level.
Table 5. Revenues and Expenditures Rochester Fringe Festival USA, 2013 & 2014
Rochester Fringe Festival
990 Year

2013

2014

Revenues
Contributions and Grants
Program Revenue
Investment Income
Other Revenue
Total

$564,272
$182,361
$0
$54,937
$801,570

$577,330
$204,180
$0
$63,033
$844,543

Grants
Benefits Paid
Salaries
Other Expenses
Total Expenses

$0
$0
$63,002
$627,875
$690,877

$0
$0
$121,494
$695,321
$816,815

Expenditures

Source: Guidestar

The RFF models successful growth for a Fringe Festival in the United States. They have seen
consistent growth in grants, contributions, and attendance. Moreover, the city’s selection as
2018 USAFF conference host demonstrates that something unique is happening in Rochester.
Cohort and BorderLight Comparison
It is important to note that the comparison festivals are existing events, and BorderLight’s
conceptual festival design is not a one-to-one comparison to the cohort. BorderLight has an
ambitious plan to fundraise and promote the festival. With that in mind, the exercise of
comparing proposed BorderLight financials to the cohort festivals yields interesting results. This
side-by-side comparison helps with examination of BorderLight’s projected revenue and
expenses compared to existing, successful festivals. Table 6 displays revenues and expenditures
for the cohort festivals as well as the projected budget for the BorderLight festival.

77

It is important to understand that Program Revenue may be considered to refer to box office receipts and
participation fees. Fringe festivals tend to charge participation fees from artists to offset production and
promotion costs, rather than fronting those costs in hopes of robust attendance.
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Financial Comparison
Overall, BorderLight’s projected contributions and grants as a portion of total revenues are one
of the highest in Table 6 at 75%; this is second only to the International Festival of Arts and
Ideas (IFAI), with 90%. As mentioned previously, IFAI has significant support from the state of
Connecticut as well as a strong partnership with the Connecticut Office of the Arts, Yale
University, The City of New Haven, and the National Endowment for the Arts.78 Additionally,
85% of IFAI event attendance was for free/non-ticketed programming, which inflates the
proportion of revenue from contributions and grants. To have this high of a proportion of
contributions and grants to overall revenue, it is essential BorderLight receives financial support
from government entities and enters into quasi-private-public-partnership (similar to that of
IFAI). The remainder of the cohort relies more on program revenue/admissions; as seen with
the Rochester Fringe Festival (68%), Contemporary American Theatre Festival (48%), Spoleto
Festival USA (43%), and the Minnesota Fringe Festival (22%).
Another measure of note is the percentage of total expenses covered by program revenue
(admissions). This percentage is a wide-ranging number in comparison across the cohort: from
10% of the IFAI to 64% of the Minnesota Fringe Festival. This percentage is reflected in the
expectation and fundraising strategy of each organization. From this study, the IFAI partners
with government, universities, and foundations to provide most of their festival events free to
the public. The Minnesota Fringe Festival, although they receive a healthy grant from the state
of Minnesota, relies mostly on admission and ticket sales in the form of day-passes and gate
admissions. Meanwhile, Minnesota Fringe Festival’s covers 64% of their expenditures through
ticket sales. In all, BorderLight anticipates generating 30% of their expenditures from ticket
sales – which is in the middle of the cohort grouping.

78

International Festival of Arts and Ideas (2016, October 6). Press Release: 2016 Economic Impact Survey Results.
Retrieved from https://www.artidea.org/blog/2016/10/2703
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Table 6. Revenues and Expenditures for Cohort Festivals and BorderLight Festival
Contemporary
American
Theater
Festival

International
Festival of
Arts and Ideas

Spoleto
Festival USA

Minnesota
Fringe
Festival

Rochester
Fringe
Festival

BorderLight

Revenue
Contributions &
$555,202
$3,781,276
$3,909,035
$145,415
$577,330
$800,000
Grants
Program Revenue
$585,132
$370,894
$4,637,259
$446,184
$204,180
$236,000
Investment
$17,879
$0
$173,840
$0
$0
$0
Income
Other Revenue
$5,125
$53,182
$433,954
$57,978
$63,033
$25,000
Total Revenue
$1,163,338
$4,205,352
$9,154,088
$649,577
$844,543
$1,061,000
Expenditures
Salaries
$701,301
$1,583,125
$3,207,942
$425,671
$121,494
$295,000
Other Expenses
$454,910
$2,012,564
$6,861,754
$271,863
$695,321
$796,500
Total Expenses
$1,156,211
$3,595,689
$10,069,696
$697,534
$816,815 $1,091,5000
Change in Net
$7,127
$609,663
($915,608)
($47,957)
$27,728
$30,500
Assets
Percentage of
Expenses Covered
51%
10%
46%
64%
25%
22%
by Program
Revenue
Festival Length
21 days
15 days
17 days
11 days
11 days
4 days
Attendance
17,500***
105,000**
70,000*
47,885** 78,000***
16,950T
Note: Note: *= 2015; **=2016; ***=2017; T = ticked attendance; Costs taken from BorderLight's proposed budget.
Source: Guidestar; BorderLight International Theatre Festival; Center for Economic Development, Cleveland State
University

BorderLight’s revenues appear somewhat conservative when discussed in the context of peer
festivals. This conservatism is prudent for a new festival, which will have difficulty marketing
itself when compared to preexisting festivals. However, the attendance figures projected by
BorderLight, especially on the lower end of the range, appear reasonable.
Table 6 also explores revenue and expenses as they relate to festival length and attendance.
The festivals, their lengths, and their audiences are all very different, which causes overall
comparability issues. The figures for New Haven, CT include many free events, while
BorderLight’s projection is only for ticketed events. However, it is still useful to see this data
side by side. Overall, these numbers vary between festivals, with no pattern as it relates to
attendance, length, revenues, and expenses.
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Attendance
The cohort examination shows that most theater and fringe festivals are regional and state
draws, with the exception of Spoleto USA. Figure 1 shows those cities and areas within 60 miles
and 180 miles of the city of Cleveland, equating to a one and three-hour drive to the festival
site. Table 7 displays the population in these catchment area ranges for BorderLight as well as
cohort festival cities. The BorderLight catchment area within an hour’s drive contains a
population of 3.8 million people; this increases to 21 million for a three-hour drive, competing
with the catchment area of the CATF (Shepherdstown, WV). The CATF draws much of its
audiences from the Washington, D.C. metropolitan area. This shows that—to have sufficient
audience draw to support its efforts—BorderLight must market and appeal to audiences from
Detroit, Columbus, and Pittsburgh as well as the immediate area around Cleveland.
Figure 1. Cities within 60 miles and 180 miles to Cleveland, Ohio

Source: US. Census Bureau, American Community Survey, 5-year estimate, 2012-2016
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Table 7. Population within 60 miles and 180 miles of Cohort Cities, 2012-2016
Festival
City
New Haven, CT
Shepherdstown, WV

International Festival of Arts
and Ideas
Contemporary American
Theater Festival

Cleveland, OH

BorderLight

Charleston, SC

Spoleto Festival USA

Rochester, NY

Rochester Fringe Festival

Population within
1-hour drive (60
miles)

Population within
3-hour drive (180
miles)

8,507,364

43,426,593

6,380,775

28,783,449

3,843,065

21,078,567

957,565

7,615,685

1,693,606
Minneapolis, MN
Minnesota Fringe Festival
3,755,107
Note: Data excludes Canadian population
Source: US. Census Bureau, American Community Survey, 5-year estimate, 2012-2016

7,085,946
6,894,777

The overall regional economic environment of the areas where these festivals are located can
impact the festivals beyond their individual revenues and expenses. Although these festivals
indicate that they attract individuals from across the country, in most cases the majority of
attendees will hail from the regional area. While Spoleto Festival USA, in particular, relies on
attendees from outside of the Charleston MSA, all other comparable festivals rely more on local
attendance.
Table 8 displays the economic profile of the Metropolitan Statistical Areas (MSA) of the regions
in which each festival resides. MSAs are geographic designations delineated by the United
States Office of Management and Budget to determine larger areas of economic and social
integration;79 these areas are generally designated as the labor market for the region. The data
presented explores the population, per capita income (income per person), per capita
disposable income (income after taxes per person), and the unemployment rate for each MSA.

79

U.S. Census Bureau. (2018, Jan. 17). Metropolitan and Micropolitan: About. Retrieved from
https://www.census.gov/programs-surveys/metro-micro/about.html
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Table 8. Economic Profile of Festival MSAs

Festival

Hagerstown, MD
MSA
Contemporary
American
Theater Festival

Per Capita Income
($2016)
$40,934
Per Capita
Disposable Income
($2016)
$38,092
Unemployment
Rate (2017)
4.1%
Source: U.S. Bureau of Economic Analysis

Metropolitan Statistical Area of Festival (MSA)
New Haven, CT Charleston, Minneapolis- Rochester,
MSA
SC MSA
St. Paul-MSA
NY MSA
International
Spoleto
Minnesota
Rochester
Festival of Arts
Festival
Fringe
Fringe
and Ideas
USA
Festival
Festival

Cleveland,
OH MSA
BorderLight

$52,603

$44,998

$56,723

$46,421

$48,968

$48,748

$41,294

$51,621

$42,594

$44,892

4.7%

3.5%

3.3%

4.9%

5.7%

Since arts and theater festivals are dependent upon discretionary spending by individuals, it is
to not only examine the per capita income of each MSA, but rather to focus on the per capita
disposable income of each area. Overall, most of the cohort regions have similar disposable
incomes, with the standout being the Minneapolis, MN MSA. The Cleveland MSA has slightly
lower median income and higher unemployment than do the metropolitan areas of the cohort
group.
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SECTION III: FUNDING FEASIBILITY
Introduction
This section of this research examines the funding feasibility of hosting an international theater
festival in Cleveland. This section has two main parts. First, is an analysis of philanthropic
support for theater and the arts. To complete this, researchers used the Foundation Center’s
Foundation Directory Online to analyze funders and programs that support arts and theater,
and identify who would likely provide support in the greater Cleveland community. This portion
also includes examples of sources of support for extant arts and culture organizations to
provide general examples of potential types of programs and sources of support for
BorderLight. Second, is an analysis of nine interviews with members of the community
knowledgeable about arts organizations and funding in Cleveland generally—and to a lesser
extent the idea of BorderLight. These interviews were conducted by the research team to
identify key themes to guide the evaluation of funding viability of this project. Respondents
were asked their estimation of desire for a new theater festival in Cleveland, both as members
of the philanthropic/funding community and as the potential audience for such a festival.
Trends in Charitable Giving
Though total dollars vary from year to year, the largest source of charitable giving in the U.S.,
around 72%, comes from individuals. The remainder of sources of income to nonprofit
organizations is from grants and gifts from foundations (15%), bequests (8%), and corporate
philanthropy (5%). In 2016, the year for which most recent data is available, total charitable
giving from all sources was $390.05 billion.80 Giving to arts, culture, and humanities
represented about 5% of all charitable giving in 2016. As reported by Giving USA, charitable
donations to arts, culture, and humanities are estimated to have increased in 2016 by 6.4% to
$18.21 billion.81 However, this increase in philanthropic giving is being driven by the increased
contributions from individual donors.
A recent Chronicle of Philanthropy article, “Donor States of America,” highlights a new
longitudinal analysis of household giving performed by Lilly Family School of Philanthropy from
Indiana University. It shows that the Mid-Atlantic region of the U.S. (home to New York) has the
highest proportion of giving to the arts at 4%.82 Consequently, while overall giving to the arts
has increased, it remains only a small portion of total charitable contributions made in the
United States.

80

All charitable giving includes individuals, foundations, and corporations.
Giving USA 2017: The Annual Report on Philanthropy for the Year 2016, a publication of Giving USA Foundation,
2017, researched and written by the Indiana University Lilly Family School of Philanthropy. Available online at
www.givingusa.org.
82
Donor States of American, Drew Lindsay, Chronicle of Philanthropy, December 2017.
81
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"Many funders," according to a 2018 analysis of arts funding nationally conducted by
Grantmakers in the Arts, “especially corporate and community foundation officers, report that
making a case for arts support is getting harder in the face of pressure to address mounting
human service and social service needs."83 While it has always been a challenge for
organizations to "make the case" for the arts, this challenge has become all the more difficult
given broader social stresses and urgent causes demanding attention in the communities which
foundations support. These include issues such as rising inequality, failing public schools,
community revitalization, climate change, and criminal justice reform.
The Grantmakers in the Arts special report “Arts Funding at Twenty-Five” indicates that,
starting in the 2000s, individual giving had become an increasingly important source of support
for nonprofit arts organizations during a period where both corporate and foundation giving
were contributing smaller shares to overall arts organization revenue.84 The minimal growth in
total revenue highlighted by Grantmakers in the Arts has not kept pace with total U.S. nonprofit
revenue increases, nor the increase in total arts organizations; as newly formed organizations
compete for increasingly limited dollars, further funding pressure is put on arts organizations.
Thus, the arts appear to be a diminishing priority for foundations and corporate donors alike.
Moreover, further pressure is being placed on existing arts organizations to compete for limited
funding, since the share of funding is no longer keeping pace with total U.S. nonprofit revenue
growth.
A 2017 study by the Center for Economic Development examined the economic impact of the
theater industry in Cuyahoga County. They found that these philanthropic shifts are
fundamental to the way that organizations operate, stating, “this is a pivotal moment in the
theater and arts sector as philanthropy—one of the major funding mechanisms of the sector—
is changing. Across the country, foundations and government agencies are moving away from
providing operational funding for theater organizations and moving towards project-based
funding.”85
A May 2018 article in Inside Philanthropy highlighted a recent contribution made by the
KeyBank Foundation to Cleveland’s Rock and Roll Hall of Fame, citing the foundation’s belief
that “access to arts and culture is core to that mission.” This gift provides access to
economically disadvantaged communities in the City of Cleveland which might not otherwise be
able to take advantage of the Rock and Roll Hall of Fame. Moreover, while the article goes on to
say that this serves as an example of a funder still deeply committed to the arts, it also makes

83

Scutari, M. (2018, March 5). Closing the Gap: The History of Arts Funding and Where It's Heading Next. Inside
Philanthropy. Retrieved from https://www.insidephilanthropy.com/home/2018/3/5/grantmakers-in-arts-fundingtrends
84
Arts at Twenty-Five: What Data and Analysis Continue to Tell Funders about the Field, Grantmakers in the Arts,
Steven Lawrence. GIA Reader, Volume 29. No 1 (Winter 2018).
85
Lendel, Iryna; Clouse, Candi; Piazza, Merissa; Cyran, Ellen; Husted, Simon; Laird, Nichole; Seaberg, Luke; and Yun,
Jinhee, "Staging Cleveland: A Theater Industry Study" (2017). Retrieved from
https://engagedscholarship.csuohio.edu/urban_facpub/1476
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note that this contribution is happening in an environment where arts organization have
“fretted about declining business support in recent years.”
Given the realities of declining support from some sources, shifts in the types of grants
available, and fundraising pressures on existing arts organizations, it is essential that
BorderLight carefully consider its fundraising strategy – not only for launch and the inaugural
year of the planned festival, but for long-term sustainability of its revenue model. BorderLight
estimates that it will need to secure $800,000 from contributions and grants in the first year of
the festival, of which $300,000 is to come from foundations and other grants.86
A number of factors influence an organization’s ability to obtain this level of support in the form
of grants from philanthropic organizations. This includes—but is not limited to—total potential
available funding based on a funder’s geographic focus, foundation mission, and programmatic
priorities; it also depends heavily upon foundations’ existing relationships and financial
commitments, nonprofits’ financial track records, amounts requested, and justification of need.
Cleveland has a long-established, strong, and vibrant arts community in addition to being
known for its robust philanthropic sector. Not all philanthropies have a stated interest in the
arts (and theater more specifically). In order to gain a better understanding of philanthropic
support for theater in the greater Cleveland area—and potential support for BorderLight—we
used the Foundation Center’s Foundation Directory Online to pull information on funders who
would both have a stated program interest in supporting arts and theater and also would
provide support in the greater Cleveland geography87.
Table 9 displays the top 10 funders for Northeast Ohio that provide grant support specified for
theater.88 A broader list of funders is provided in Appendix Table 1.

86

Amount used represent estimates taken from BorderLight’s proposed budget.
Foundation Directory Online (FDO) states that it is comprised of more than 140,000 grantmakers and has
information on over 11 million grants.
88
Identification of grant subject areas was taken from the Philanthropy Classification System, Foundation Center
2018. For an explanation and taxonomy of terms refer to: http://taxonomy.foundationcenter.org/subjects.
87
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Table 9. Top 10 Northeast Ohio Foundations Giving for Theater, 2016
Grantmaker Name

Total Assets

Total Giving Amount Funded Grant Count

The Cleveland Foundation
The George Gund Foundation
John P. Murphy Foundation
The Walter and Jean Kalberer Foundation
The Roe Green Foundation
The Laub Foundation
Milton A. & Charlotte R. Kramer Charitable Foundation
Kulas Foundation
The Abington Foundation
The Nordson Corporation Foundation

$ 2,140,075,626
$ 525,820,116
$ 48,646,689
$
3,102,592
$
1,106,588
$
4,758,990
$
5,247,910
$ 38,559,238
$ 29,729,125
$ 24,096,555

$ 91,670,352
$ 25,088,993
$ 1,385,500
$
66,000
$ 1,081,500
$ 249,000
$ 424,199
$ 1,942,700
$ 1,312,725
$ 5,605,942

$
$
$
$
$
$
$
$
$
$

3,548,111
2,382,905
406,500
930,075
373,335
58,500
54,350
244,400
159,700
144,000

153
39
26
22
17
17
15
13
13
13

Source: Foundation Directory Online (FDO), Foundation Center, 2018
Note: This is not a complete list of all grants to the arts made by each foundation. Grant counts and dollar awards
are a sampling of grants. FDO does not account for all grants that may have been made; Total Assets and Giving
are for FY 2016

Using Foundation Directory Online, we queried grant recipients from the greater Cleveland
area89 to get a sense of who is receiving the largest share of grants and or grant dollars awarded
for theater through 2017. Table 10 displays the Top 10 Northeast Ohio nonprofits who received
funding for theaters by dollar amount, while Table 11 shows the Top 10 Northeast Ohio
nonprofits by the number of grants received. Outside of a single multi-million-dollar
contribution to Playhouse Square Center from KeyBank, the largest share of both grants and
grant dollars over the past several years has been to the Cleveland Play House.90

89

Greater Cleveland area is defined as Cuyahoga, Geauga, Lake, Lorain, Media, Summit, and Portage Counties.
A Playhouse Square press release states that: “While KeyBank’s contribution supports all five of the campaign’s
objectives – capital improvements, education programming, endowment growth, neighborhood transformation
and new production – a portion of the gift is designated specifically to provide for ticket and transportation subsidy
to bring 40,000 Cleveland Metropolitan School District students and an additional 35,000 students from across
Northeast Ohio to performances at Playhouse Square over the next five years.” Refer to:
http://www.playhousesquare.org/news/detail/keybank-contributes-10-million-to-playhouse-square-campaignstate-theatre-to-be-named-keybank-state-theatre
90
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Table 10. Top 10 Greater Cleveland Nonprofit Recipients of Funding for Theater by Dollar
Amount, 2003-2017
Recipient
Playhouse Square Center
Cleveland Play House
Great Lakes Theater Festival
Cleveland Public Theater
Karamu House
Gordon Square Arts District
Playhouse Square Foundation
Detroit-Shoreway Community Development Organization
Explorations in Antiquity Center
Near West Theater

Recipient City
Cleveland
Cleveland
Cleveland
Cleveland
Cleveland
Cleveland
Cleveland
Cleveland
Lagrange
Cleveland

Total Grant
Amounts Received Grant Count
$
10,000,000
1
$
5,204,339
212
$
1,839,021
152
$
946,076
102
$
798,307
19
$
550,000
3
$
517,500
17
$
500,000
1
$
399,999
3
$
398,850
51

Source- Foundation Directory Online, Foundation Center, 2018
*Does not represent a complete list of all grants for theater in greater Cleveland. FDO is updated with new grants information weekly. Some
grants may not be represented.

Table 11. Top 10 Greater Cleveland Nonprofit Recipients of Funding For Theater by Number of
Grants, 2003-2017
Recipient
Cleveland Play House
Great Lakes Theater Festival
Cleveland Public Theater
Musical Theater Project
Near West Theater
Dobama Theater, Inc.
Cleveland Signstage Theater
Karamu House
Ensemble Theater
Playhouse Square Foundation

Recipient City
Cleveland
Cleveland
Cleveland
Lakewood
Cleveland
Cleveland Heights
Cleveland
Cleveland
Cleveland Heights
Cleveland

Total Grant
Amounts Received Grant Count
$
5,204,339
212
$
1,839,021
152
$
946,076
102
$
284,140
58
$
398,850
51
$
137,750
28
$
90,500
22
$
798,307
19
$
63,149
19
$
517,500
17

Source- Foundation Directory Online, Foundation Center, 2018
*Does not represent a complete list of all grants for theater in greater Cleveland. FDO is updated with new grants information weekly. Some
grants may not be represented.

Table 12 shows the grants of $10,000 or more that were made for theater-related activities to
greater Cleveland nonprofit organizations in 2016. As this table displays, the majority of grants
awarded in greater Cleveland for theater-related activities were for amounts of $35,000 or less.
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Table 12. Greater Cleveland Nonprofit Recipients of Funding For $10,000 Or More For
Theater, 2016
Grantmaker Name
The George Gund Foundation
The George Gund Foundation
Paul M. Angell Family Foundation
The Nordson Corporation Foundation
Saint Luke's Foundation of Cleveland, Ohio
United States National Endowment for the Arts
The Reinberger Foundation
The George Gund Foundation
The George Gund Foundation
The George Gund Foundation
The George Gund Foundation
United States National Endowment for the Arts
Paul M. Angell Family Foundation
The Abington Foundation
The Nordson Corporation Foundation
The Thomas H. White No. 1 Trust
The George Gund Foundation
Eva L. and Joseph M. Bruening Foundation
The Abington Foundation

Recipient Name
Cleveland Play House
Cleveland Public Theater
Great Lakes Theater Festival
Cleveland Play House
Cleveland Public Theater
Cleveland Public Theater
Great Lakes Theater Festival
Dobama Theater, Inc.
Musical Theater Project
Near West Theater
Talespinner Children's Theatre
Cleveland Play House
Cleveland School of the Arts
Great Lakes Theater Festival
Great Lakes Theater Festival
Near West Theater
Theater Ninjas
Playhouse Square Foundation
Cleveland Play House

Grant Amount
$
100,000
$
70,000
$
35,000
$
35,000
$
30,000
$
30,000
$
25,000
$
25,000
$
25,000
$
20,000
$
20,000
$
20,000
$
20,000
$
12,000
$
10,000
$
10,000
$
10,000
$
10,000
$
10,000

Source- Foundation Directory Online, Foundation Center, 2018

Sources of Grant Dollars in Support of Arts and Culture Organizations
What follows are examples of sources of support for arts and culture organizations.
This is not an exhaustive accounting of potential funders, program information, or grant details
or requirements. This is meant to provide general examples of the types of programs and
sources of support for BorderLight.
Government
Government funding for arts and culture occurs at the federal, state, and local levels. The
following sections describe various government programs which fund arts and culture across all
levels of government.
National Endowment for the Arts
The single largest donor to arts and cultural organizations is the National Endowment for the
Arts (NEA). Many in the arts sector have been worried about the future of the NEA and federal
support of arts and cultural programs through the NEA based upon the current political climate.
However, despite rumblings regarding the elimination of the NEA, in March of 2018 Congress
put forth an Omnibus spending bill that increased support for the NEA by $3 million. However,
the Trump Administration has already put forward another termination proposal for the NEA in
the new budget request for FY 2019, leaving federal support for the NEA up in the air.

Center for Economic Development
Levin College of Urban Affairs, Cleveland State University

30

BorderLight: Feasibility Analysis
The NEA operates several funding programs in any given year. A preliminary overview of their
programs found two examples which BorderLight might want to consider exploring. Art Works
is the National Endowment for the Arts’ principal grants program. Through project-based
funding, NEA supports public engagement with—and access to—various forms of art across the
country.
The Art Works grant program supports projects both large or small and existing or new. The Art
Works program funds projects only. NEA lists projects as:
A project may consist of one or more specific events or activities; it may be a part of an
applicant's regular season or activities. Organizations that undertake a single short-term
project in a year -- a ten-day jazz festival, for example -- could apply for that event, or
they could identify certain components (such as the presentation of a key artist and the
associated activities) as their project. Describe the activities for which our support is
requested, and provide specific information on the artists, productions, venues,
distribution plans, etc., that will be involved.
In considering BorderLight’s planned timeframe for the launch of the festival, timing to apply
for an Art Works grant for support in 2019 is fast approaching. The first Art Works deadline
passed in February of 2018. The remaining deadline is detailed below. The NEA indicates that
an organization is limited to one application per year in the Art Works category.91
Grants will generally range from $10,000 to $100,000. Large grants of $100,000 or more,
according to the NEA, are rarely made. In further detailing their grants, the NEA states that over
the past few years, over half of all agency grants have been for amounts less than $25,000.
Note that, from Table 12, an NEA grant was made in 2016 to the Cleveland Play House for
$20,000.
There are further requirements imposed on grants provided by the NEA. Grants cannot exceed
50% of the total cost of the project. All grants require a nonfederal match of at least 1-to-1.
Furthermore, the organization must provide at least $10,000 toward the project from
nonfederal sources. Therefore, before pursuing NEA support, BorderLight would need to secure
program funding of a minimum of $10,000 for the first year of the festival by July 2018. The
NEA is available for application on a once-yearly model, with deadlines every six months.

91

Artworks Deadlines: Part 1 - Submit SF-424 to Grants.gov - July 12, 2018; Part 2 - Submit Materials to Applicant
Portal - July 17-24, 2018; Earliest Announcement of Grant Award or Rejection- April 2019; Earliest Beginning Date
for National Endowment for the Arts Period of Performance - June 1, 2019
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State of Ohio: Ohio Arts Council
The Ohio Arts Council (OAC) is a state agency that funds and supports quality arts experiences
to strengthen Ohio communities culturally, educationally, and economically. Created in 1965
with funds from the Ohio legislature and the NEA, OAC provides financial assistance to
individual artists and arts organizations. The OAC has various grant funding programs to provide
support to artists and to make arts activities available to a broad segment of Ohio's public. The
OAC also provides services that help enhance the growth of the arts.
There are four programs operated by the Ohio Arts Council which BorderLight might consider
for future support. Here again, these programs and guidelines are indicative of the types of
government support for the arts that BorderLight can expect to encounter as they seek to
secure funding from some sources.
As of July 2018, BorderLight has applied for a capacity grant from OAC and is under
consideration.
1. Sustainability program
The Sustainability program provides medium-sized and larger organizations with incomes above
$50,000. The guidelines state that “awards support the largest and most administratively
sophisticated organizations in the state's arts and cultural ecosystem. This flexible and reliable
funding supports a wide range of the state's arts providers as they make high -quality artistic
experiences available to residents and visitors, positioning Ohio as a national leader in
creativity, artistry, and cultural wealth.”92 Unfortunately, eligibility requirements all but
eliminate BorderLight from applying in its first festival year. Guidelines stipulate that applying
organizations “must maintain an up-to-date profile in DataArts, a statewide initiative focused
on gathering and analyzing financial and participation information from arts organizations
across Ohio. A current profile must include a minimum of the two most recently completed
fiscal years of data.”93
2. ArtSTART
ArtSTART provides general project support for organizations to complete what the Arts Council
calls “short-term” projects, as funding is for a single year. This program awards small grants
from between $1,000-$5,000.94 ArtSTART funds are flexible dollars which can be used for some
allowable activities such as marketing, program planning, education, administrative expenses or
artistic support. There is no required match for this program; organizations receiving support

92

The Ohio Arts Council. (2017). Sustainability: General Operating Support for Large and Mid-Sized Organizations.
Retrieved from http://oac.ohio.gov/Portals/0/grants/Guidelines/SustainabilityGuidelines.pdf?ver=2017-11-01151832-747
93
Ibid.
94
Ohio Arts Council. (2017). ArtSTART: General Project Support for Organizations. Retrieved from
http://oac.ohio.gov/Portals/0/grants/Guidelines/ArtSTARTGuidelines.pdf?ver=2017-11-01-151831-733
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through either the Sustainability or Arts Access program are ineligible to apply for ArtSTART
funding.
3.

ArtsNEXT

The Ohio Arts Council’s ArtsNEXT program seeks to support groundbreaking, innovative, and
experimental projects across the state. They seek projects “that push boundaries, engage
participants in unexpected ways, pilot new solutions to challenging problems, improve program
design with calculated risk-taking, or result in the creation of new work.”95 While awards are
generally larger for the ArtsNEXT program—ranging from $5,000 to $20,000—here too
organizations are required to have a one-to-one cash match.
Cuyahoga County: Cuyahoga Arts & Culture
Cuyahoga Arts & Culture (CAC) is one of the largest public funders for arts and culture in the
nation.96 Created with the approval of a sin tax on cigarettes in 2006 by Cuyahoga County
residents, the funds go to support arts and culture in the county. CAC states that—since its first
funding cycle in 2007—it has provided support to more than 375 organizations, with over $170
million invested. Though BorderLight should consider exploring support from CAC, their
program guidelines stipulate that an organization must have a permanent/viable base in
Cuyahoga County for at least 3 years, have been a 501(c)(3) for at least 3 years, and have
employed at least one paid staff member for a minimum of 2 years to receive operating
support.97 Even with these stipulations, BorderLight has been granted eligibility for CAC grant
and submitted a request to them.
Foundation Funding
Regional and Local Foundations
Appendix Table 1 lists top funders of theater in Northeast Ohio. There are some other local and
regional foundations which provide support for theater-related activities; there are 77 funders
in total. Top individual funders included the Cleveland Foundation, the George Gund
Foundation, and the Richard J. Fasenmyer Foundation, each giving over $2,000,000. The
median donation was $25,000 per funder, while the average donation per funder was around
$255,000 due to the existence of several large funders.
National Foundations
There are a number of foundations across the country providing grant support to organizations
in the performing and dramatic arts. Appendix Table 2 presents foundations outside of Ohio
which have provided grant support to local nonprofits for theater-related activities; there are
42 funders in total. Top individual funders included The Shubert Foundation, the Paul M. Angell
Family Foundation, and the Callaway Foundation, each giving over $500,000. The median
95

Ohio Arts Council. (2017). ArtNEXT: Funding for Bold, Ground-Breaking Projects. Retrieved from
http://oac.ohio.gov/Portals/0/grants/Guidelines/ArtsNEXTGuidelines.pdf?ver=2017-11-01-151832-543
96
Cuyahoga Arts and Culture. (2018). About Us. Retrieved from http://www.cacgrants.org/about-us/
97
Cuyahoga Arts and Culture. (2018). Grant Program Guide. Retrieved from
http://www.cacgrants.org/assets/ce/Documents/Grants/2018_Grant_Program_Guide.pdf
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donation was $15,000 per funder, while the average donation per funder was around $86,000
due to the existence of several large funders.
Funding from member affiliate organizations
There are a number of national and regional member organizations providing support for
theater organizations across the country. An example of such an organization is Arts Midwest.
According to its website, Arts Midwest “presents and sponsors performances and exhibitions
seen by more than half a million people annually throughout the Midwest and around the
world.”98 As part of that mission, the organization provides grants for presenting organizations
to bring the best talent to stages across the Midwest through its Arts Midwest Touring Fund.
The maximum award is $4,000, which must be used to support an artist contract fee. Programs
such as Arts Midwest Touring Fund could be investigated by BorderLight as a means to bring
specialty programming to the festival.
Arts Midwest Touring Fund grants are made directly to organizations in Arts Midwest’s ninestate region of Illinois, Indiana, Iowa, Michigan, Minnesota, North Dakota, Ohio, South Dakota,
and Wisconsin. Funded engagements must feature a public performance and community
activity and reach an underserved audience with the goal of fostering exchange between
professional touring artists and Midwestern communities.
Individual Donor and Foundation Funding Inclination
Stakeholder interviews were conducted by The Center for Economic Development (the Center)
as part of the broader feasibility study for BorderLight. BorderLight had a pre-identified list of
stakeholders that they were most interested in hearing from. These contacts were identified as
being knowledgeable about the arts sector in Cleveland. Using those contacts, BorderLight
emailed an initial letter of invitation. Subsequently, the Center received a list of 26 names, from
BorderLight, of individuals to follow up with for interviews. 12 of the 26 contacts provided by
BorderLight indicated further interest in participating. The Center emailed those individuals to
schedule interviews. Of those 12, nine responded, and interviews were later scheduled.
Interviewees possessed varying levels of understanding and familiarity with BorderLight.
The Center conducted all nine interviews during March and April of 2018. The Center identified
key themes to ask stakeholders, including perceived appetite for a new theater festival in
Cleveland, regarding both the philanthropic/funding community and the potential audience for
such a festival. The Center also asked stakeholders if they thought that BorderLight could be
successful in raising national dollars to support the festival, their assessment of BorderLight’s
fundraising estimate to support the first year of the festival, and what they thought would
make the festival successful.
Appetite for New Festival Among Potential Audiences
We asked interviewees their estimation of the appetite for a new international theater festival
in Cleveland. Responses varied, with some saying that the “potential is terrific.” One
98

Arts Midwest. (2018). Programs. Retrieved from https://www.artsmidwest.org/programs
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stakeholder explained that—since Cleveland does not have an existing festival such as what is
being proposed, and they are not sure where the closest one is—this festival would bring
guests in from other places, making Cleveland a destination to visit for theater. Others said that
(even without knowing what the content would be) they think an audience exists in Cleveland
for such a festival. Other respondents questioned whether the community—both funders and
audience—could support another arts organization; one respondent noted that the “desire is
there” and might be enough to sustain BorderLight, but they were not fully convinced that was
the case. Several respondents were unsure if the city could sustain such a festival, expressing
doubts that appetites exists for non-mainstream theater outside of known Cleveland
institutions.
Furthermore, several respondents indicated beliefs that Cleveland can overestimate the
robustness of its own arts community. One suggested that Cleveland is only a “semi-mature
theater town,” further clarifying that—while there is interesting theater and a range of theater
offerings—it is not as robust or sophisticated as New York or Chicago. This individual recognized
that “people here protest when you say that,” but went on to state that “they are wrong.”
Essentially, while Playhouse Square itself is large and powerful, the respondent argues that the
character of Cleveland theatergoers differs from the robust, mature personality of audiences
found in New York or Chicago.
Respondents expressed concerns related to audience appetite and spending capacity for
theater and theater organizations. Some respondents described theater audiences in Cleveland
as often parochial with the institutions they will patronize and follow. Others characterized the
audience/institution relationship as one of established trust, with one respondent explaining
that there are many people that have memberships to Playhouse Square (as an example) but
know nothing about productions coming out of Karamu House or the Dobama Theatre.99
Consequently, members might get ‘hooked in’ to theater from Playhouse Square. Regarding
new theater happenings, like BorderLight, this hypothetical audience member would be much
less likely to go. These respondents further explained such members would want to know the
work that is going on with theater in the community, but through existing relationships. One
respondent summed up this line of thinking as such:
Audiences have loyalty to their existing membership, such as Playhouse Square. They are
a member, they donate. They may like the idea of a festival, but they don’t want to have
to give more money to someone else. And don’t want to give less money to Playhouse
Square.

99

This creates and interesting distinction between Cleveland theater organizations from those that present theatre
(i.e. Playhouse Square) and those that produce and present local actors (i.e. Karamu, Dobama, Cleveland Public
Theatre, etc.) For a robust discussion see Lendel, et. al. (2017). Staging Cleveland: A Theater Industry Study.
Cleveland State University. Retrieved from
https://engagedscholarship.csuohio.edu/cgi/viewcontent.cgi?article=2480&context=urban_facpub
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That loyalty, respondents indicated, extends to Cleveland audiences’ attendance of preexisting
arts festivals in other places as well. As one respondent argued:
When you get into the concept of a festival, I’m not so sure about starting a new festival
in Cleveland. Theater-goers will go to the Shakespeare Festival, Niagara-on-the-Lake, or
they go to Chautauqua already.
Similarly, respondents not only expressed concern about the existing audience for theater in
Cleveland, but also the challenge of developing—and need to develop—new audiences for
theater generally. One interviewee explained this as part of an evolutionary issue regarding
new audience development which is “going to be something facing all of us - how do we build
audience?” This is not simply a matter of competition between theater organizations, either.
There is increasing competition for people’s free time—all the while it is becoming cheaper and
progressively easier for audiences to stay home and let entertainment come to them.
An example given highlighted a recent performance by the popular and award-winning baroque
orchestra ensemble, Apollo’s Fire. An interviewee notes that “Apollo’s Fire sells out at Carnegie
Hall the moment tickets go on sale. But they have a fundraiser in Cleveland this week and about
one-third of the tickets are still available. There is just so much here competing for eyes and
clicks and dollars.”
Appetite for New Festival Among Philanthropic Community
When asked to provide an assessment of the fundraising environment in Cleveland and the
appetite in the philanthropic community to fund a new theater festival, most respondents were
markedly conservative in their estimates for success. They explained these conservative
estimates variously, saying, “many of the performing arts institutions are struggling,” citing the
Orchestra running a large deficit, and noting that only one theater in Cleveland is not currently
operating at a deficit. A respondent was plain in their assessment when they replied that
“fundraising is going to be a difficult road.”
In general, respondents felt that Cleveland is tired of new 501(c)(3)s. Descriptions of this varied
but included comments such as:
•
•
•

“Corporations are getting tired of the next 501”
“501(c)(3)s are crowding the way”
“Does it have to have its own fundraising, infrastructure, etc.”

One interviewee considered it “problematic to take this on in a town that has such high
demand for philanthropic dollars.” Respondents described an environment in which a number
of already-struggling arts organizations are competing for a limited pool of dollars and donors.
Putting further pressure on Cleveland’s philanthropic community are a number of capital
campaigns which have already started or are preparing to commence. One such campaign
mentioned was the Say Yes program, highlighting the demand and competition for
philanthropic dollars even beyond arts organizations. Yet another respondent reiterated this
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sentiment, highlighting that “everyone has capital campaigns going on.” Still others were
unsure how foundations would react to requests from BorderLight for support.
This powerful sense of intense competition for local dollars was summarized by one respondent
who—while confessing their negativity—lamented that it is “really, really hard to get things
funded around here.”
Respondents shared some additional thoughts, recommendations, and concerns during their
interviews on BorderLight’s fundraising and donor efforts locally. Comments included:
• “Corporations get 2-3 times the number of requests they can support.”
• “Fatigue, everyone needs more money. The orchestra needs more money all the time.”
• “Everyone has their own way of advancing their brand. Corporations might not be a
supporter of this.”
• “It’s tricky to raise more money for arts in Cleveland.”
• “Not sure individuals would be jumping up and down waiting for this.”
• “We are approaching the tipping point in the next couple of years where at some point
we are going to get to a place where people will say this is who they can support and
this is it.”
• “When I find out that there is yet another organization that wants to take money from
foundations, I think oh man, there is already so much competition.”
Appetite for New Festival Among Existing Arts Organizations
Several respondents felt that BorderLight would be well served to engage in some sort of
partnership with one or more existing theater/arts organization in the community. They felt
that Cleveland already has a number of iconic institutions which are well-respected and
experienced and could serve as solid partners for BorderLight. These institutions could come
together, it was suggested, in varying ways—including help with fundraising, hiring actors, and
using local talent in costume and set design. It was pointed out that Baldwin Wallace University,
Case Western Reserve University, Cleveland State University, Cuyahoga Community College,
and Kent State University all have drama and/or music programs that might potentially serve as
resources or partners for BorderLight.
These stakeholders felt BorderLight should seriously consider how they might partner with
some of the existing organizations and smaller theaters already in Cleveland and work to be “an
enhancement or partner and not a threat to solid organizations. Some of those are struggling
for dollars as it is now.” One respondent made a more direct argument: “existing local
organizations would be resentful of a new organization.”
Respondents also made suggestions about the kinds of support on which BorderLight should
focus. One respondent indicated that they felt—given what materials they reviewed about the
organization—BorderLight would probably have the best success in raising money from highnet individuals; They also acknowledged that to be successful on a sustainable basis,
BorderLight would also need to develop corporate, philanthropic, and a broad base of
individual donor support.
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Others suggested that BorderLight might approach government support sources for funding—
though they admitted this would be a smaller level of support than maybe BorderLight would
need; several noted Cuyahoga Arts and Culture, though this source of support is not without its
uncertainties as well. They suggested that there is increasing worry about arts funding locally,
with diminishing returns on cigarette tax dollars indicating that this money is going away—
furthermore, one respondent notes: “maybe morally it should go away with the arts
community having gotten addicted to the cigarette money as much as people are addicted to
cigarettes.”
Still others felt that BorderLight should move towards corporate and philanthropic donors and
board champions. They note that individuals are tapped out and already supporting the
organizations that they value—these are individuals who have gone to benefits and have been
supporters of these institutions from the start. Still, it was recommended that BorderLight
needed to cultivate relationships with individual donors. However, there was no indication on
who those people would be. One respondent suggested that Cleveland is so focused on sports
teams, maybe BorderLight should try and find a high-profile athlete from the Cavaliers or
Indians who is a “theater buff.”
When it comes to national philanthropic support, most respondents had vague or unsure
answers as to who, where, how, or why BorderLight could or should approach funding.
However, the question of potential for successfully raising dollars from national funders goes
beyond which foundations might be interested in an international theater festival in Cleveland
and more to the question of why a national foundation would give to this in Cleveland
specifically. Some respondents felt that there was an issue with proof-of-concept, with one
pointing out that there are “all kinds of compelling reasons to think that you can draw artists
from around the world, but until or unless you can prove it, you don’t really have a case.”
Respondents suggested that BorderLight must demonstrate a strong philanthropic or business
interest for national donors to invest in a festival in Cleveland—so far, they do not feel that has
been established. Further, some suggested that attention and effort should not yet be on
attracting national donors, but rather on how BorderLight would scale the festival up across
subsequent years. Several referenced the Cleveland International Film Festival as an example;
one respondent, implying that the BorderLight timeline might be overly-ambitious, asked:
“think of how long it took the film festival to get to where it is?”
They also pointed out that Cleveland is not known to attract national funders for many of its
existing arts organizations; many were hard-pressed to come up with examples of who in
Cleveland already draws national foundation or corporate support. Many pointed out that the
Cleveland Orchestra, an iconic Cleveland brand which has shown value outside of Cleveland,
does not draw outside foundation dollars. Some questioned whether BorderLight could attract
national support, explaining the considerable investment in time and energy that it takes to
first attract national attention and then to successfully secure funding.
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BorderLight Funding Feasibility
In budget documents provided by BorderLight, they estimate that they would need to raise
approximately $300,000 from philanthropic contributions to support the festival in the first
year of operations and $600,000 from individual, government, and corporate donors.100 The
Center asked stakeholders whether they felt this was a feasible amount, which BorderLight
could expect to raise in the next 18 months of planning. Most respondents did not think that
BorderLight would have considerable trouble in raising $300,000; however, they qualified this
assessment by saying that BorderLight can expect to encounter challenges—just like everyone
else in the current fundraising environment.
Several stakeholders cautioned that BorderLight is now on a very tight schedule to secure
funding for a 2019 inaugural season. They pointed out that corporations typically set budgets in
the 4th quarter of every year, which in all practicality gives the organization about “3-4 months
to get this prepped to have it in front of people” making funding decisions this year. Likewise,
many foundations will have allocated most of their grant dollars by the middle of the year.
BorderLight is running short on time to submit proposals to grantmakers. However—with the
right people in place—this amount can likely be secured from foundations.
Conversely, concerns were expressed as to whether this amount was sufficient to support the
festival—leading some to question BorderLight’s ability to carry out such an event. One
respondent was clear that this was not to enough money for such an event and that it “doesn’t
seem realistic.” Another replied that this “seems like a low number.” Respondents were quick
to point out that very few festivals that they are aware of are self-sustaining in the first five
years. One respondent asked:
Theaters struggle to fill their seats now with season subscribers. Is there a need for this?
This might be a position that donors might take.
Market Positioning
We asked stakeholders to provide insight into what they thought would make this new theater
festival distinctive and successful. Several themes emerged from respondents. Most recognized
the distinctive nature of the festival, suggesting that BorderLight would mostly need to play up
its uniqueness.
The quality of the program was mentioned by everyone as both obvious and necessary. One
respondent suggested that the festival consider having “named talent too.” That the festival
will need to have recognizable names and real energy behind it (which can help draw
audiences) was a point of broad agreement, but respondents also recognized that those things
can be quite costly. One respondent indicated that, while BorderLight needs to be innovative
and creative, “we have so much theater in Cleveland already, the festival would have to be
100

It is important to note that these figures and dollar amounts were given initially to the research team from
BorderLight at the beginning of this study. Fundraising expectations have changed, and other parts of the report
reflect these modifications. However, the research team have not changed information in funding feasibility
section since interviewees directly commented on information given to them at that time.
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unusual every year.” This was reinforced by another respondent who was adamant that “it has
to be better quality than what we have in Cleveland already today.” Still another opined:
The Lyric Opera, Cleveland Opera, and Cleveland Ballet, they were all great institutions
and they had great board support and they all died. They were fun and different. I was
surprised when they went belly up. The orchestra has had to collaborate with someone
in Florida. I just think that these things are hard. It would really have to be something
unusual to make this work, something edgy.
Though no one interviewed for this report questioned the expertise of BorderLight staff in
knowing and understanding theater, they were unclear in what the plans were for the first year
of the festival. Does BorderLight plan to have a theme? As an example, the opportunity to
highlight or have “an ode to local writers” might be something that would be attractive to a
Cleveland audience. Does BorderLight plan to focus on a local, community-based audience or
more regional and national audiences?
Timing was another issue that many respondents cited. Nearly half mentioned that they were
unsure how successful BorderLight could be in attracting theater audiences downtown for a 4day festival in the summer. While the planned timing of the festival does not compete with the
existing theater organizations and schedules, they were not sure that it would create enough
attention to get regular theater-goers to the festival. Some noted that there are many other,
non-theater related activities in the summer which would or could compete with the festival for
people’s attention and time—such as summer sports, family activities, and community festivals
and events. Moreover, a few questioned where BorderLight was going to be recruiting their
actors, set designers, volunteers and other personnel, since summer is considered the offseason across the theater industry and many of these people “go away” to either enjoy
downtime or work in summer stock theater productions.
Other topics for BorderLight to consider included the need for the further development of a
theater industry in Cleveland, not just a festival. Researchers asked: What is the appetite to
build a theater industry with BorderLight as an added element with the existing theater industry
in Cleveland? One respondent succinctly stated that, were they a funder, “I would say ‘show me
that you are building an industry rather than putting on a festival.’”
The idea of developing an industry around these kinds of undertakings, which can develop
indigenous talent and build capacity in the community—needs to be paid attention to. Many
felt that events and festivals (like the one being proposed by BorderLight) should be viewed, at
least in part, as a “sustained economic development tool, rather than just selling tickets.” Yet
to do that, BorderLight must focus on a broader set of goals and invest in pursuits that develop
a native audience for theater in Cleveland, develop talent pipelines and theater production
capacity, and move the existing theater industry in Cleveland forward.

Center for Economic Development
Levin College of Urban Affairs, Cleveland State University

40

BorderLight: Feasibility Analysis
Finally, we gave stakeholders the opportunity to share anything that they felt should be
considered outside of the questions that were asked. Almost everyone raised questions about
the planning for the festival. Several responded by inquiring about specific planning logistics,
such as where actors were being sourced from and whether BorderLight plans to have
professional actors. Interviewees wanted to understand what the business model for
BorderLight was and if they were planning to contract with an existing production company to
come into Cleveland for four days, which would be one type of business model. Alternatively,
would these be completely new productions which would need everything for the production
prepared from scratch? They also had questions regarding staffing and who would be—for
example—the artistic director who will make these types of choices. These were especially
important questions, as respondents felt that (given the timeframe laid out by BorderLight)
most of these were items that should have already been addressed.
One stakeholder pointed to the Humana Festival, asking if this is how BorderLight might
operate: “Humana runs concurrent shows. Maybe you bring in three or four shows for three or
four productions. That is a business proposition but not so much artistic. Then you’ll need more
business people than artistic. Then how are you going to market it? Right back at what is the
audience.”
Others raised questions about the current structure of the BorderLight organization itself. They
pointed out the small size of the board, saying that the organization would need a number of
new board members to help in its efforts if it hopes to be successful; this includes not only
more hands-on deck, but the right hands. They felt that BorderLight needed to attract more
high-wealth board members to help in fundraising efforts. Several cited other theater and arts
organizations who had committed donors on their board from the early days of the
organization. These individuals, they pointed out, are needed when crafting asks to other
individual donors which BorderLight may consider reaching out to for support. The makeup and
quality of the board is also an outward representation, one which validates any organization.
Respondents questioned BorderLight’s chances of success given their current staffing and board
structure.
Several the stakeholders mentioned other festivals and events which are new to Cleveland as
examples to watch. They pointed out FRONT101 and InCuya102, and are anxiously waiting to see
how both events come off. It was felt that these could be good signals for how well BorderLight
might do. They also stated that BorderLight might be well-served to carefully study and watch
how these festivals (especially FRONT) organize and structure their programming, fundraising,
and marketing and audience awareness efforts.

101
102

Front is an international art exhibition held in Cleveland. For more information see https://frontart.org/
InCuya is an outdoor music festival in Cleveland. For more information see https://incuya.com/
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Generally, stakeholders displayed both hope and interest in this festival. They seemed to
support the idea of new and creative opportunities to draw people to Cleveland. Other
comments included:
•

“In theory, I support all of this. I just don’t know if there is an opportunity for success
and sustainability with so much other theater out there.”
• “We aren’t Edinburgh.”
• “Start small and see how it goes.”
• “Unless you have a Hamilton, it is hard to attract audiences downtown in the summer.
Maybe they could do one of the productions at Wade Oval Wednesdays or Gordon
Square.”
• “Ingenuity [Festival] didn’t have depth of support and staying power. See where
somebody has a fabulous idea, and on the strength of the individuals it gets a lot of
attention and then they rope in their friends, but you just don’t get the buy in for a big
enough audience to make it sustainable.”
• “They should talk the FRONT Festival.”
• “The extreme focus on international will make it harder and harder to sustain. They are
relying on the force of personality.”
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SECTION IV: TAKEAWAYS AND CONSIDERATIONS
➢ Findings show that there are mixed feelings to adding another festival (regardless of type) in
the already-deep pool of Cleveland summer festivals.
o Many people are looking to the success of the new and upcoming Front
International Cleveland Triennial for Contemporary Art in the summer of 2018103
and the new InCuya music festival. The Front festival has raised a significant amount
of money and sponsorships. Stakeholders are looking to this festival as an indication
of the local and regional appetite for arts festivals.
o Better estimates on the number of individuals seeking this type of programming is
needed to determine sufficient demand.
➢ There are many aspects to the BorderLight business plan that have not been established yet
which will impact the overall festival. Additional information and discussion regarding event
logistics in BorderLight documentation and business plans is needed to understand and
make a case for funding.
o Examining the organization model from cohort cities, curated, non-curated, or
bifurcated structure is important to consider—and assist in determining the type of
audience to draw and examine their average spending.
o BorderLight should examine their expected ticket revenue streams as a way to
supplement their fundraising strategy.
o As seen in cohort cities, it is important to clearly communicate the type of
programming being offered and the logistics behind productions.
o Stakeholders also sought more information about BorderLight programming. For
example, questions surrounded whether sets and costumes would be constructed in
Cleveland or would be sent from the country of origin. Stakeholders largely
wondered what type of workforce would be needed to assist in local production.

103

Front International Cleveland Triennial for Contemporary Art. (n.d.). About. Retrieved from
https://frontart.org/about/
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✓ There are broader concerns from stakeholders about competition for philanthropic dollars
and the ability to attract the level of donors necessary for BorderLight to be successful.
BorderLight must consider the existing environment in Cleveland’s philanthropic and
nonprofit community as they approach donors and grantmakers for support of the festival.
o Stakeholders described a highly-competitive environment for a limited pool of grant
dollars in Cleveland, highlighting that competition will only be heightened by the
addition of another major arts organization (creation of another 501(c)(3)).
o There are a number of large capital campaigns that are either starting now or have
already begun. Stakeholders expressed concern that these large campaigns would
put even more pressure on foundations and donors.
o Stakeholders were apprehensive in their assessment of BorderLight’s ability to
attract and secure national dollars for the festival, as other well-respected and
more-established arts institutions have had limited or no success in attracting
national foundations.
o Stakeholders recommended that BorderLight consider partnering with existing arts
organizations in the community to not only help with the logistics of festival
planning and execution, but also as a means to attract dollars.
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APPENDIX
Biographies of BorderLight Co-Founders
Dale Heinen is a director and dramaturge who has directed new plays in Chicago, Glasgow,
Cleveland, New York, and London and has workshopped plays in Tokyo and Brazil. Her previous
experience includes seven years as a dramaturge and then Artistic Associate at Soho Theatre in
London’s West End. Before that, for seven years, Dale was co-Artistic Director of Footsteps, an
equity theatre in Chicago, and was listed three times as one of Chicago’s “Best Directors” in the
trade paper, PerformInk. Dale has directed over thirty professional productions; her work has
been recognized by the Jeff Awards and After Dark Awards (both Chicago), and she was the
recipient of the Arches Award for Directors (Glasgow). In addition to co-directing BorderLight,
Dale teaches at John Carroll University in Cleveland and is a company member at Playwrights’
Local, the first theatre in Cleveland dedicated to local writers. She has a BA from Northwestern
University (Evanston, IL) and an MFA in theatre directing from Middlesex University (London),
where she studied international theatre in London, Moscow, Madrid, and Bangkok.
Jeffrey Pence is a Cleveland-based filmmaker and screenwriter. He produced the awardwinning feature Kitchen Hamlet. He co-founded the production company Art+Practice, whose
web-based series is of documentary shorts, The Amerikans has been seen, critically praised, and
awarded world-wide; it is currently being transformed into a feature-length documentary for
broadcast. Currently, Art+Practice is also producing its first feature, Amerika, with principal
photography in Japan already completed. Jeff is also writing scripts for future screen and stage
projects. He is Professor of Cinema Studies and Chair of English at Oberlin College, where he cofounded the Cinema Studies Program and served as Director for five years. His writings on
narrative and culture have appeared in prestigious journals and collections worldwide. Jeff’s
play, Omena, was recently produced as part of Test Flight at Cleveland Public Theatre; Dale
Heinen directed.
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Appendix Tables
Appendix Table 1. Top Funders of Theater in Northeast Ohio, Alphabetical
Grantmaker Name
Abington Foundation
Akron Community Foundation
Albert B. & Audrey G. Ratner Family Foundation
Catherine L & Edward A Lozick Foundation
Char and Chuck Fowler Family Foundation
Cleveland Foundation
Columbus Foundation and Affiliated Organizations
Community Foundation of Lorain County
Cyrus Eaton Foundation
DBJ Foundation
Deaconess Foundation
Eaton Gift Inc
Elizabeth Ring Mather and William Gwinn Mather Fund
Epstein/Zuckerman Family Foundation
Essi Family Charitable Foundation
Eva L. and Joseph M. Bruening Foundation
Fidelity Charitable Gift Fund
Figgie Foundation
FirstEnergy Foundation
FirstMerit Foundation
Fred E. Scholl Charitable Foundation
GAR Foundation
George Gund Foundation
George W. Codrington Charitable Foundation
Goatie Foundation
Gries Family Foundation
H C S Foundation
Hanna Dougherty Family Foundation
Harry K. Fox and Emma R. Fox Charitable Foundation
Hershey Foundation
Irving and Gloria Fine Foundation
John P. Murphy Foundation
Joseph and Nancy Keithley Foundation
Kent H. Smith Charitable Trust
Kuhn Family Foundation
Kulas Foundation
Lampl Family Foundation
Laub Foundation
Leigh and Mary Carter Family Foundation
Lincoln Electric Foundation
Louise H. and David S. Ingalls Foundation, Inc.
Lubrizol Foundation
M. E. & F. J. Callahan Foundation
Martha Holden Jennings Foundation
Mary and Oliver F. Emerson Foundation
Source: Foundation Directory Online, Foundation Center, 2018
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Grant Amount
$84,500
$25,000
$3,000
$600
$60,400
$3,300,581
$500
$45,000
$9,000
$5,000
$49,500
$193,717
$50,000
$250
$10,000
$30,000
$84,517
$20,000
$12,250
$100,000
$1,000
$30,000
$2,287,905
$13,500
$200,000
$1,250
$530,000
$2,000
$30,500
$79,000
$3,000
$202,500
$20,000
$107,500
$4,000
$77,000
$1,000
$46,000
$200
$8,500
$35,000
$30,000
$1,500
$15,000
$100
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Appendix Table 1. Top Funders of Theater in Northeast Ohio, Alphabetical
Grantmaker Name
McCarthy, Lebit, Crystal & Liffman Foundation
Milton A. & Charlotte R. Kramer Charitable Foundation
MJH Foundation
Murch Foundation
Nord Family Foundation
Nordson Corporation Foundation
O'Neill Brothers Foundation
Pannonius Foundation
Park Foundation
Parker-Hannifin Foundation
Perkins Charitable Foundation
Pistell Family Foundation
Progressive Insurance Foundation
Ralph and Lucille Schey Foundation
Reinberger Foundation
Richard J. Fasenmyer Foundation
Richard S and Alita Rogers Family Foundation
Robert R. and Gay C. Cull Family Foundation
Roe Green Foundation
S. K. Wellman Foundation
S. Livingston Mather Charitable Trust
Saint Luke's Foundation of Cleveland, Ohio
Sherwin-Williams Foundation
Spaeth Family Foundation
Susan & John Turben Foundation
Tetlak Foundation
Third Federal Foundation
Thomas H. White No. 1 Trust
Vermillion Education Foundation
Walter and Jean Kalberer Foundation
William J. and Dorothy K. O'Neill Foundation, Inc.
William M. Weiss Foundation
Source: Foundation Directory Online, Foundation Center, 2018
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Grant Amount
$5,150
$43,250
$20,000
$20,000
$55,000
$128,500
$25,000
$1,250
$5,000
$60,000
$34,000
$16,000
$599
$158,000
$50,000
$10,000,000
$3,000
$4,500
$330,335
$2,000
$5,000
$40,000
$4,500
$11,250
$1,000
$63,310
$25,000
$30,000
$1,515
$615,000
$83,608
$23,000
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Appendix Table 2. Foundations Outside of Ohio Who Have Supported Theater Related
Activities in Cleveland, 2003-2017
Grantmaker Name
State
Amount Funded Grant Count
The Shubert Foundation, Inc.
NY
$
1,330,000
35
Paul M. Angell Family Foundation
IL
$
820,000
26
Callaway Foundation, Inc.
GA
$
542,099
8
The PNC Foundation
PA
$
162,000
10
The Deane A. and John D. Gilliam Foundation
NY
$
102,380
10
GE Foundation
MA
$
82,080
15
Theatre Communications Group
NY
$
70,000
7
The Lenox Foundation
NY
$
52,500
2
Energizer Charitable Trust
IL
$
50,000
2
Ahs Fdn
MN
$
40,000
5
Helen V. Brach Foundation
IL
$
30,000
2
UBS Foundation
CT
$
23,295
2
Michael Talty and Helen Talty Charitable Trust
MI
$
22,100
6
Ronald and Deborah Ratner Family Foundation
DE
$
20,000
2
Sullivan Family Fund - Jd Sullivan
DE
$
18,650
4
The JPMorgan Chase Foundation
NY
$
18,000
3
Britton Fund
PA
$
17,500
2
Dominion Energy Charitable Foundation
VA
$
16,000
6
Warren and Zoann Little Dusenbury Charitable Trust
CA
$
15,000
1
Dollar Bank Foundation
PA
$
15,000
3
Tecovas Foundation
PA
$
15,000
1
Edwin D. Northrup II Fund Trust
PA
$
12,500
3
The Rockwell Foundation
PA
$
10,000
3
Beacon Foundation Inc.
PA
$
10,000
2
Rodgers and Hammerstein Foundation
NY
$
6,000
3
Alcoa Foundation
PA
$
5,000
1
Ford Motor Company Fund
MI
$
4,500
3
The Kuhn Family Foundation
FL
$
4,000
2
William O & Gertrude Lewis Frohring Fdn
PA
$
4,000
1
Dramatists Guild Fund, Inc.
NY
$
3,000
2
Americans for the Arts
DC
$
2,500
1
GlaxoSmithKline Foundation
PA
$
2,500
6
The Maine Community Foundation, Inc.
ME
$
1,000
1
Capezio/Ballet Makers Dance Foundation, Inc.
NJ
$
1,000
1
The Arthur B. and Alice Kramer Charitable Foundation
CT
$
500
1
Medtronic Communities Foundation
MN
$
500
1
Edith C. Blum Foundation, Inc.
NY
$
500
1
AmazonSmile Foundation
WA
$
405
10
Lincoln Financial Foundation, Inc.
IN
$
100
1
Jacob and Mollie Fishman Foundation
NY
$
100
1
Rockwell Automation Charitable Corp.
WI
$
75
1
AT&T Foundation
TX
$
50
1
Source: Foundation Directory Online, Foundation Center, 2018
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POST-STUDY RESPONSE

Written by Jeff Pence and Dale Heinen
August 12, 2018

Post-Study Response from BorderLight
While the Study was being prepared between September 2017 and April 2018, and in the
months since, BorderLight has continued to evolve and grow.
For instance, by the time of the interview period (March – April 2018), BorderLight had grown
its board to five. One of our new Board Members, Felton Thomas, Executive Director/CEO of
the Cleveland Public Library, joined with a desire to have a production tied to his institution’s
150th anniversary. While the investment level has not be determined yet, this likely will amount
to an increase in our resources of between $30-90,000
Another Board Member, Ambassador Gina Abercrombie-Winstanley (ret.), brings a large
network of international connections, including to sources of foreign private and governmental
funding for cultural exchange. Through her contacts, she has spurred development work on a
U.S. premiere of a new Syrian play.
Rachel Costanzo, Founder and CEO of the Acuity Group, brings organizational, financial and
human resources expertise, along with experience in both the for- and not-for-profit worlds.
We have also received grants from the Cleveland Foundation and the Chuck and Char Fowler
Family Foundation. In this period, we raised over $150,000 in cash and in-kind services. (This
figure recently increased to nearly $300,000; since inception, BorderLight has raised well over
$300,000 in cash and in-kind services.) Most recently, we have received a Challenge Gift of
$75,000 which has already yielded $25,000 in additional commitments.
Additionally, we raised our profile with two successful engagement events, one in New York
and the other in Cleveland, with a third, our first true fundraiser, having just occurred this
summer in the Warehouse District at Worthington Yards. While all have been successful, this
latter event was a breakthrough in that it attracted a much greater number of people, raised
BorderLight’s profile considerably, and featured the most ambitious slate of performances
we’ve organized to date, all drawn from the tradition of circus. It was the first occasion on

which BorderLight was able to share a taste of what the festival will actually be like, and people
responded with tremendous interest and enthusiasm.
Other significant developments have to do with BorderLight’s mission. While we were always
committed to integrating local theatres and theatre artists, a provisional offer of Creative
Fusion Fellowships to support residencies of international artists from the Cleveland
Foundation allowed us to think more boldly about how to do so. (Since decisions on these
grants will not be finalized until July or August 2018, the $75,000 they represent is not included
in the above totals of funds raised.)
We decided to deepen the involvement of local theatres by proposing a model of co-creation of
original pieces with artists in residence. We announced this plan at a general meeting of most
of Cleveland’s leading theatre groups, signaling our desire to strengthen our local scene by
bringing in new skills and audiences during a time in which most theatres are dark. We received
a dozen proposals and narrowed our choices, with the input of the Cleveland Foundation, to
Karamu House and Cleveland Public Theatre. We are still pursuing other avenues of
collaboration with Near West Theatre, Dobama, Cleveland Play House, Covergence/Continuum
and Playwright’s Local, in addition to inviting local universities to have their students bring
shows to our Fringe.
In programmatic terms, BorderLight is not a competitor with other theatre entities, but an
annual point of convergence and collaboration for mutual benefit. Co-branding is a vital part of
our audience development strategy. We will pursue joint marketing and outreach strategies
with our partners and tap into existing theatre audiences and subscriber bases.
The same can be true of non-theatre arts groups. For instance, we have already agreed to
present in the same time period and locations as the summer dance festival in Playhouse
Square (DanceCleveland), increasing street density and cross-pollination for each event.
One of the benefits of collaboration is that our partners can use their existing subscription lists
and social media platforms to help promote BorderLight, as we can promote them. Should the
festival succeed in becoming more than a local event, by bringing in distant audiences, or
investments from national or international sources, we may also prove ourselves to be a boon
for these local entities.
BorderLight is also in a position to employ and develop the local theatre labor force of
designers, technicians, etc. who would normally not find summer work in Cleveland.
Comparing a nascent festival with established efforts is challenging. Every festival grows in a
different setting, with contexts and funding situations that are similar but distinct. Whatever
challenges BorderLight will face, it is notable that there is no shortage of successful festivals,
even those recently launched, with which to compare its prospects.
One of the interviewees noted that Cleveland is not Edinburgh. This is true. However, in 1947,
the Edinburgh Festival was initiated as an attempt to use culture and tourism to revitalize a

bombed out, deindustrialized, depopulating city. Edinburgh now is not Edinburgh then, and the
incredible reputational and economic impact of its festivals are perhaps the main reason.
Cleveland in the future can likewise be made into a very different place.

